NO. MAY-JUNE 


--Judith Hess 


The ideas order that (the culture industry) inculcates 
are always those the status quo. Pretending 

the guide for the helpless and deceitfully present- 
ing them conflicts that they must perforce confuse 
with their own, the culture industry does not resolve 
these conflicts except appearance-- its 
would impossible for them use resolve 
conflicts their own Adorno, ''The 
Culture 


American genre films--the western, the science fiction film, 
the horror film, the gangster film--have been the most popular 
(and thus the most lucrative) products ever emerge from the 
machinery the American film industry. Critics have long pon- 
dered the genre film's success and have attempted ferret 
the reasons for the public's appreciation even the most un- 
distinguished "singing cowboy" westerns. general, critics 
have examined these films isolated phenomena--as found 
objects--rather than considering genre films relation the 
society which created them. Genre films have been defined 
pure myth, well-made plays, and psychodramas bearing 
within themselves the working out unconscious anxieties in- 
herent the psychological makeup all. Certainly any 
and all these explanations contain some truth; however none 
them explain why American genre films grew and developed 
and became our most numerous, not most artistically sig- 
nificant, film productions. 


think that may see what genre films are examining 
what they do. These films came into being and were financially 
successful because they temporarily relieved the fears aroused 
recognition social and political conflicts they helped 
discourage any action which might otherwise follow upon the 
pressure generated living with these conflicts. Genre films 
produce satisfaction rather than action, pity and fear rather 
than revolt; they serve the interests the ruling class as- 
sisting the mainténance the status quo and they throw 
sop oppressed groups who, because they are unorganized 
and therefore afraid act, eagerly accept the genre film's ab- 
surd solutions economic and social conflicts. When re- 
turn the complexities the society which live, the 
same conflicts assert themselves return genre films 
for easy comfort and solace--hence their popularity. 


Genre films address themselves these conflicts and re- 
solve them simplistic and reactionary way. Genre films 
have three significant characteristics which make such resolu- 
tions seem possible and even logical. First, these films never 
deal directly with present social and political problems second, 
all them are set the non-present. Westerns and horror 
films take place the past--science fiction films, definition, 
take place future time. The gangster film takes place ina 
social structure separate from the contemporary structure 
which appears taking place that its actual time and 
place become irrelevant. Third, the society which the action 
takes place very simple and does not function dramatic 
force the films--it exists backdrop against which the few 
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actors work out the central problem the film presents. 
Robert Warshow points out THE IMMEDIATE EXPERIENCE 
(Atheneum, 1970), the westerner exists isolation. have 
idea where gets his money His trials and con- 
take place utter isolation (the desert 
the setting tiny, uncomplicated western Horror 
films present isolated group people who live tiny 
village meet castle island which they not leave un- 
til the end the movie, all. Many science fiction films 
show professionals moving away from society--to island, 
experimental station some sort, the south pole, outer space 
--to cope with alien some science fiction 
films are set modern cities, the cities are weirdly empty and 
serve labyrinths through which the protagonists thread their 
ways. The gangster lives very limited world populated 

few other gangsters and their molls. 


All these genre films, science fiction included, present 
greatly simplified social structure. However frequently this 
kind very limited social structure may have existed the 
past, longer exists the present. Thus, genre films are 
nostalgic, their social structure posits some sort movement 
backward simpler world. And this simple structure prob- 
lems which haunt because our inability resolve them 
are solved ways which are not possible today. Genre films 
reject the present and ignore any likely future. 

The genre films focus four major conflicts. The western 
centers the violent act and ascertains when, ever, be- 
comes morally right. The horror film attempts resolve the 
disparities between two contradictory ways problem solving, 
one based rationality, the other based faith, irrational 
commitment certain traditional beliefs. The science fiction 
films provide solution the problems presented intrusion, 
they tell how deal with what called ''the 
other.'' Gangster films resolve the contradictory feelings 
fear and desire which are aroused attempts achieve finan- 
cial and social 


The problems posed these contradictions are solved 
simply. The western decrees that the violent act can become 
morally right when occurs within the confines code which 
allows for executions, revenge killings, and killings defense 
one's life and property. the microcosmic western society 
everyone's code the same; thus absolute guilt and innocence 
are possible because social and moral goodness are the same. 
Horror films present man fallen, prey uncontrollable evil 
impulses. Only reliance traditional beliefs and the dom- 
ination well defined upper class can saved from doom 
and perdition. The science fiction film's answer the prob- 
lem the intruder sheerest isolationism. passible ad- 
vance knowledge gained from communication could possibly 
outweigh the dangers presents--the only sane response 
eradicate It. The gangster film, implication; opts for happy 
anonymity. successful become vulnerable; the suc- 
cessful one becomes the foe all who wish takes his place. 
Gangster films show the fearful results attempting rise 
within hierarchical society and thus defend class lines. 
These simplistic solutions--the adherence well defined, 
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Peter Biskind's last film, THE BATTLEFIELD, was 
the struggle Cairo, now working 
series films about the cold war period. 


Bob Jacobson has been active the video scene for several 
years and now completing his graduate work USC. 


Daniel Golden teaches American literature and cinema 
SUNY, Fredonia. has written Saul Bellow and 
Robert Penn 


Stephanie Goldberg currently studying filmmaking 
the Community Film Workshop Chicago, and has 
been actively involved planning the Chicago Women's 
Film Festival. 


John Hess completing exhaustive study the original 
auteur critics. 


Judith Hess teaches film and literature California State 
College, Sonoma. 


Michael King has written extensively film, popular music, 
and politics. currently graduate student English 
Yale. 


Chuck Kleinhans employed school bus driver. 


Julia Lesage teaches film the English department, University 
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Marjorie Rosen the author recent study the image 
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Tricontinental--9, 


Exact dates have not been determined, but September 

Chicago Women's Film Festival will take place, lasting 
for two weeks and ranging from commercial feature films 
independent shorts and videotapes. Anyone interested 
working the various committees should call the 
festival office: 222-3987. write: Chicago Women's 
Film Festival, Room 770, 435 Michigan, Chicago, 
Illinois 


Marx wasn't great movie buff, but and Engels 
did fair amount writing about culture, and the Telos 
Press has issued new and vastly improved edition 
their observations, including Marx's indulgence toward 
the young Romantic poet Heinrich Heine, which should 
eye opener anyone who thinks Marx and Marxists 
are dognatists. MARX AND ENGLELS LITERA TURE 
AND ART, ed. Lee Baxandall and Stefan Morawski, only 
$2.95 paper from the New German German 
Department, Wisconsin--Milwaukee, Milwaukee 
Wisconsin 


received interesting catalogue from Monument 
Films, 16th St., New York City 10011. They 
distribute some unusual European experimental features 
such Franco Brocani's NECROPOLIS and Marguerite 
Duras' WOMAN THE GANGES, well some 
Jonas Mekas and Newsreel and Noriaki Tsuchimoto's 
MINAMATA, documentary mercury 
poisoning large chemical company (reviewed 

upcoming issue JUMP CUT). 


VIDEOPOLIS, Chicago video operation, offering 
catalogue tapes including series tapes made 
women from around the country. saw many the 
tapes last fall when Videopolis ran weekend program 
the tapes, and reccommend them. The catalogue 
also includes tapes Chicago artists and those made 
Halsted, Chicago, Illinois. 


While we're very proud ourselves, with this our 
first issue, you aren't aware it, our interests 
overlap with two other film WOMEN 
FILM $3.00 for three issues from 2802 Arizona, 
Santa Monica, Ca., 90404, and CINEASTE $3.00 
for four issues from 244 St., New York, 
N.Y. 10001. The examples both publications gave 
some the courage start JUMP Sub- 
scriptions all three publications are especially 
good deal for you right now because increasing 
postage costs and skyrocketing inflation printing 
and paper. Buy while the price low and hedge 
against 


JUMP CUT published six times year May, July, September, November, January 
and March Jump Cut Associates, non-profit organization. Unless otherwise 
noted, all contents copyright ©1974. Single issues, 50¢; subscription (six issues) 
$3.00 $4.00 (foreign). Business office: 3138 Schubert, Chicago, 
Illinois Writers: send self-addressed stamped envelope for ''notice 
writers' before submission. Editorial addresses: 122 Myrtle, Cotati, 
94928, and 3138 Schubert, Chicago, Illinois, 60647. 
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The Exorcist 


--William Van Wert 


you see THE EXORCIST expecting scream, forget 
it. There's more screaming going between mother (Ellen 
Burstyn) and daughter (Linda Blair) the film than the audi- 
ence. you expecting shocked, you will be, but not 

what you had thought. The explicit ordeals possession and 
exorcism, which fill the last forty-five minutes the film, 
seem tame retrospect when compared with the scenes invol- 
ving doctors mechanically desecrating the little girl's body 
their exploratory probing. And if, chance, you are one 
those who wants expecting throw up, you will consum- 
mately disappointed, unless, course, you've had something 
green eat before the film. All this way introduc- 
tion order counteract the scare-sen- 
sationalism the film has gotten from pro- 
moters and press alike. It's the worst 
sort capitalism that desensitizes film 
this way. Each year the process goes on, 
creating money-mythology about certain 
films, saying these films will destroy 
your innocence forevermore, will change 
your way viewing film forevermore, 
will cut you off from your sheltered past 
forevermore. I'd like say like Poe's 
raven: Nevermore! Such promotions, 
which seem have begun the modern 
era with THE GRADUATE (does anyone 
still think Benjamin was really ''where 

it's with Robinson?) and which 
continued with LOVE STORY, THE GOD- 
FATHER and LAST TANGO PARIS, 
assume that the film will not draw audi- 
ences its own merit when they hard- 
sell sensationalism outside the film. 
Will you THE EXORCIST be- 
cause you know everyone else will 
going and because you don't want feel 
left out any conversations that just 
might touch the film? There's sick 
but slick theorem work here: you 
tell people there are ideas the film, 
they won't go; but you tell them that 
it's action-packed, driving, relentless 
and that the film guaranteed 
make them throw (absolutely one 
under thirty allowed without parental 
guidance; certified doctors will 
attendance and defrocked priests will 
hear confessions after the film), then 
they'll go. droves.. All this 
say that THE EXORCIST doesn't need the publicity that it's got- 
ten. Despite some glaring flaws, the film can stand very com- 
fortably its 


The film opens with flaw. speaking the northern 
Iraq sequence, beautifully photographed Billy Williams, 
which are introduced Father Lancaster Merrin (Max Von 
Sydow), Jesuit priest archeological dig. His workers 
find small, sculpted demon's head and religious medal with 
inscription Latin. The demon's head has sexual parts 
(which are paralleled later the film the sexual parts 
placed the statue the church). Merrin takes the find, leaves 
the dig site and goes cafe where takes pills for weak 
heart. The sequence ends with Merrin top one rock and 
life-size figure the demon opposite rock: the two 
stare each other, while fog and sand rise from the earth 
envelop them. The sequence flawed, because its length not 
proportionate its thematic What are supposed 
learn from the sequence that Merrin not just archeolo- 
gist but also exorcist, priest whose physically weak heart 
counterbalanced his strength will: his faith. are sup- 
posed learn that has squared off with the devil before, that 
recognizes that will again have confront the devil, and 
that this next time will likely his last, because his weak 
heart. you have not read the novel William Peter Biatty 
before seeing the film, you will not find any this information 
the Iraq sequence. The sequence fails, because Merrin has 
not been set the equal the devil. wins our sympathy, 
but not until the actual exorcism does win our respect. 


can artificially divide the Georgetown shooting into 
sections, then the next section one parallelism, one 
expository inter-cutting reveal and develop the characters 
Chris MacNeil, film actress and mother, and Father Karras, 
Jesuit priest and clinical psychiatrist for the other priests 
Georgetown. Karras, significantly, comes from the working 
class: now intellectual (he went Harvard, Johns Hop- 
kins, etc.) but also athlete (he boxes and jogs work out his 
frustrations). Karras's psychological tension character 
the film stems from two things: his relationship with his elderly 
mother and his gradual loss faith. Chris MacNeil living 
temporarily Georgetown film (about college protests). 
She exceptionally close her twelve-year-old daughter Regan 
(Linda Blair) and inexplicably estranged from her husband, who 

never present the film but who supposedly 


which develops both characters while build- 
ing suspense. For instance, see Karras first ob- 
server the set which Chris acting. Later, see her 
walk his gate and observe him counseling fellow priest. 
Karras's growing preoccupation with the problem nis mother 
paralleled Chris's growing concern over her daughter. 
And just Karras's mother taken mental asylum instead 
exorcist the and Karras are both con- 
fronted with the limits reason and faith; they are both going 
crazy separately but with the same intensity. Secondary char- 
acters, like Father Dyer and the detective, Lt. Kinderman (Lee 
Cobb), moving back and forth between Chris and Karras, 


William Friedkin excels this kind inter-cutting, 


Father Karras (Jason Miller) and Chris MacNeil Burstyn) 


further link them, until they finally meet, which comes rela- 
tively late the film. then, Karras's mother has died and 
Chris's daughter the sense that the devil has taken 
full control her body. then, both are feeling sufficiently 
guilty (Karras for having failed his mother, since, hadn't 
been priest, could have been very wealthy secuiar psych- 
iatrist; Chris for having failed Regan, since, she hadn't been 
busy film actress and with men other than her hus- 
band, the estrangement with her daughter might not have hap- 
Friedkin's sense pace these developmental scenes 
skillful and While gradually increases the dura- 
tion the scenes involving Karras, gradually decreases the 
duration the scenes involving Chris and But since 
there are quantitatively fewer scenes involving Karras than 
scenes involving Chris and Regan, the divergence tempo 


very well balanced, and the cutting, thus, remains 


significant that scene involving Father Karras being 
helped into bed another priest paralleled with scene in- 
volving Regan going bed, for the bed shaking the first vis- 
ible clue phenomena the film, 


this point, the film splits two parts. The first involves 
Chris's attempts get answers from the medical profession. 
The second traces her more desperate attempts get answers 
from psychiatrists and priests. The process First, 
Regan's body tapped, then her mind, then her soul, 
leads back the body Friedkin's technica! control 
here again superb, but his thematic control somewhat 
portrayal the medical The surgical are ex- 
cruciating watch, much more than the later exorcism 
scenes, because they are more (in the sense that 
most audiences can more easily imagine themselves being cut 
open doctors than being possessed The doctors 
very impersonally extract blood from Regan's throat, then 
very mechanically subject her monstrous, vibrating ma- 
chines, she were undergoing shock treatments. These 
doctors, who multiply from the family physician grand 
staff eighty-eight, all lack feelings, ail look stupid, all in- 
sist rationality until they have exhausted all their tests with- 
out finding any They are, thus, ''typed'', that they 
serve only backdrop for Chris and her growing loss 
patience, loss belief, loss control. the doctors in- 
crease numbers and each new bout with the devil leaves 
Regan more drastically transformed, Chris screams more and 
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swears more. difficult for comprehend why many 
doctors their names put the credits, since THE 
EXORCIST the most biting indictment the medical profes- 
sion since Arthur Hiller's THE HOSPITAL. The doctors' probing 
Regan's body appears ultimately crude and barba- 
ric medieval blood-letting, especially when paralleled with 
exorcism, which reached its height popularity the middle 
ages. 


Once Chris has placed her trust Karras, she quietly fades 
Occasionally still visible, she ceases func- 
tion active The ordeal exorcism sustain- 
the complex psychological differences between Merrin and 
Karras and the differences their approaches dealing with 
the devil. The old and other-worldly Merrin can physically 
beaten the devil but not psychologically spiritually beaten. 
refuses listen Karras's psychiatric explanation 
Regan's split personalities, insisting that there only one per- 
sonality inside her. refuses listen the devil's taunts 
and insults. gradually realize that Merrin's pending death 
martyrdom, voluntary sacrifice self. also realize 
that the devil has possessed Regan order get Merrin, 
order battle with him one more time the hope winning 
his soul. said before that Merrin's stature exorcist does 
not come through the opening Iraq sequence. Yet his stature 
does come through for extra-cinematic reasons, Merrin 
played Max Von Sydow, and his spiritual presence has 
already been prepared for all the Bergman films that 
has 


other-worldly, ritualistic. The Karras-devil relationship, 

the other hand, more terrestial, more psychological- 
complex, more transformational, and thus more interesting. 
Karras cannot help but ignore Merrin's warning not listen 
the devil, not dialogue with the devil. Karras's relationship 
with the devil intimately tied with his guilt feelings about 
his mother and her death. The devil plays this, transforming 
Regan into Karras's mother front Karras. His decision 
sacrifice himself also related his mother's death. Weaken- 
having entered into dialogue with the devil, Karras sits 
downstairs, while Merrin goes alone his inevitable heart at- 
tack, Chris comes and asks Karras Regan will die. His 
answer also his decision. No, she won't die this case 
means yes, will die. Karras, thus, merges with Merrin 
Christ figure (for exorcism itself black mass 
comes white again through the sacrifice innocent). Fried- 
kin has skillfully prepared for Karra's leap faith (both 
figuratively and literally), not only through the mother-relation- 
ship but also through brief sequence the mass, which 
saw Karras almost physically choking the words the con- 
secration that say and eat this for this 
body; take and drink. for this Karras leaps 
the devil-Regan and before the devil can fully possess Karras, 
Karras leaps through the window his death. Even this ritual- 
istic sacrifice ironic comment the parallelism that exists 
between exorcism and the mass, for Karras commits suicide 
mortal sin, which means automatic excommunication and eternal 
damnation Catholic larger context, then, 
since Christ was all-knowing, his crucifixion can also viewed 


the outset, the Merrin-devil struggle mystical, 


have purposely waited until now treat the psychology 
the Regan Rather than explain her possession her 
age her susceptibility the fantasy the ouija board, would 
like ‘propose secular explanation, again terms ritual, 
There are two scenes the film which are essential for under- 
standing the character Regan. The first her tete-a-tete 
with her mother Regan's bed, The subject the conversation 
Burke Dennings, the director Chris's film. Regan suggests 
that Dennings Chris's lover. Significantly, Chris does not 
deny this allegation. The suggestion guilt perfect Bur- 
styn's voice this scene. Chris herself who gives Regan 
the key Regan's later behavior when, instead dealing with 
the question Dennings lover, she deals with him father- 
substitute. Chris admits that she's been lonely and that she 
likes Dennings, but that she loves Regan's father. Iam sug- 
gesting here that the film can viewed elaborate ritual 
the part Regan, and that she, not the devil, kills Dennings, 
just she Merrin and Karras: all them are father 
figures. Thus, Regan plays upon her mother's guilt just she 
plays upon Karras's guilt about his mother. 


Chris suggests the reason for possession-ritual, she also 
Suggests the methodology the second scene importance men- 
tioned earlier. Regan's birthday. Chris furious, because 
the father has not called nor has sent card letter pre- 
sent. Chris tries call him Rome (it fitting that should 
Rome, the physical center the Roman Catholic Church), 
Chris frantically curses both him (off-phone) and the operator 
(on-phone), just she curses the doctors and all adults the 
film who not immediately understand her who seem op- 
pose her, the foreground the frame Regan, listening 
everything her mother the last time that see 
Regan un-possessed until the very end the Regan's 
possession, thus, stems much from Chris from any 
devil. Her possessions become both ritualistic and stereotyp- 
ed. 


language plays the film. Chris and Regan-possessed 
distinguish themselves from all other characters the 
film, not only their tantrums but also their 
there were special effects the film, blood and gore 


should noted here the extremely important part that 


and visual violence, the film would still shock audiences, be- 
cause the language Chris uses would shock (because she 
woman and women aren't supposed swear like that, are 
they?), and because the language Regan uses would shock 
(because she only girl: both sex and age are involved 

here; she's also pre-pubescent, the sex words shock too). 
The only other character who enters into this ritual Karras 
(shocking because he's priest), Significantly, invites pos- 
session the curses uses when beats Regan's 
body. Possessions, thus, are ritualistic (Regan always throws 
green bile, always uses language that relates sex, always 
attacks herself others the genital area). must admit 
that hypothesis that Regan not possessed but possesses 
and even kills other characters her own kind radical ther- 
apy much more chilling thought than the hypothesis that she 
taken over the devil, which case she victim and 


innocent. While contradictory, both hypotheses are probable 


and thus 


Friedkin evokes character typage extremely well through 
the use language, dissipates the power this language 
through his horribly unsubtle use sound the film. All sound 
several decibels higher than the visuals call for, device 
guaranteed grate any audience and augment the audience 
tension, When see, for example, Regan the foreground 
listening her mother the phone the background, the 
volume Chris's voice shrill and scenes 
which Chris seen close-up while acting out similar 
other words, image size does not deter- 
mine sound volume. Twice, Friedkin goes for 
characters' faces, only zoom away quickly with the overly- 
shrill sound telephone ringing. Even you attached your 
phone quadraphonic speaker system, would still not ring 
loud does THE EXORCIST. understand now why 
thought Friedkin's THE FRENCH CONNECTION 
"loud" film, What baffles how director who obvious- 
sophisticated his image track can blatantly unsubtle 
with his sound track. THE EXORCIST too good film 
cheapened such predictable false scares the telephone 


popularity THE EXORCIST goes beyond, think, the 
thrills and chills the horror film genre. The phenomenon 

too complex deal with adequately here, but think 
related the death-of-God philosophy and its impact the six- 
ties, the move from drugs Jesus the late sixties and 
early seventies, the current widespread interest witchcraft, 
the occult, UFO's, ESP, mind control, herbal medicines and 
radical therapy (bioenergetics, gestalt, primal, etc.). The 
names change, but the vocabulary doesn't. They all read like 
litany. The idea compelling, because, while 
the content random and irrational, the form rigid, control- 
led, stylized, ritualistic. Exorcism may even viewed, then, 
Catholicism's answer radical therapy, just confession 
can seen Catholicism's answer traditional analysis. 


Therein lies the key understanding the film metaphor 
within the film. Chris film actress, which means that she 
plays roles: she acts out rituals. Lt. Kinderman distinguishes 
himself from all other film detectives his very stylized way 
seeing everything (often falsely) terms ac- 
knowledges Karras first John Garfield and finally Sal 


Their matches are conducted almost total- 
terms film history. Likewise, Kinderman (''child- 
cannot separate the real Chris from the Chris he's seen 
films. Significantly, daughter who wants 
Chris's autograph when reality the autograph for 
also significant, terms the film's theme, that the one 
film Chris made which impressed him most was called ANGEL, 


I'm sure that other critics will give Linda Blair more than 
ample praise for her portrayal Regan, which thought was 
These same critics will give the special effects people 
and the make-up people credit for what it, me, perhaps too 
obvious and over-worked the personally think that 
the film will endure, not because the shock scenes surround- 
ing the possessions, but because the fascinating psychology 
the Chris and Karras characters and the exceptional acting 
Ellen Burstyn and Jason Miller these characters. the 
two, the role Chris the more difficult and thus the more 
rewarding. Whether THE EXORCIST retains its power over 
the years hinges, think, the acting Ellen Burstyn. 


was very moved THE LAST PICTURE SHOW when 
saw it. say that order confess that when Burstyn threw 
her first tantrum Chris, wondered what Cioris Leachman 
would have been like the part. She walks the thin line be- 
tween enough" and ''too much" her outbursts, She blends 
the right mixture anger and frustration needed her role. 
Her portrayal Chris makes angry with her the same 
time that engages our sympathy for her. She achieves 
perfect balance, because her facial expressions and her body 
movements suggest the subtle ambiguities that her voice, 
necessity, loses when she wails and screams. 


personally sorry that Kitty Winn, fine actress (THE 
PANIC NEEDLE PARK) had such small and undemanding 
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role the film Sharon, Chris's personal 


equally sorry that Lee Cobb, who fine Kinderman, 
did not have more time 

Finally, Iam impressed with the Friedkin THE EXOR- 
CIST, where was not impressed with the Friedkin THE 


FRENCH CONNECTION, can only hope that his rate ma- 
turity and sophistication from the latter film the former will 
matched his next film (especially terms the sound 
track), which sure box-office success the mere 
fact that his name will the credits. 


--Michael King 


"With says Ezra Pound, picture made 
endure nor live but made sell and sell quick- 
bank buildings: the production great films, like 
great architecture, requires continuing investments enor- 
mous amounts capital--the sort capital now only available 
conglomerates like Gulf and Western, the new owners 
Paramount. The control exercised the sources such cap- 
ital, concerned not with aesthetics but with profit, while not al- 
ways direct, inevitable and inevitably pernicious--a good in- 
stance being the current vulgar promotion campaign for Para- 
mount's The Great Gatsby. Whatever the merits that film may 
finally have, its contemporary interest and success will turn 
upon fashions, upon star-cult, upon the garish and pavlovian 
display wealth--in short, upon all those fantastic earthly de- 
lights for which Gatsby the hollow symbol. Directly caught 
films are this parade bourgeois culture and consump- 
tion, they most often become, not works art, but simply ar- 
tifacts, symptoms social reality, interesting only they 
succeed vividly reflecting morbid social phenomena. And 
when capital directly invades the production process (much 
more often than admitted, but seldom crucial since 
usually unnecessary) get botched masterpieces (the classic 
example Von Stroheim's Greed) propaganda (The Green 
cowardly purges (the Hollywood Ten). Independence 
does not insure good art, and expensive medium indepen- 
dence often self-defeating; but dependence, continued over 
decades and come institutionally depraved, nearly always pre- 
vents great art and cheapens good art. 


Under such conditions, great pleasure discover 
Badlands, film independently written, produced and directed 
Terrence Malick, screenwriter with previous features 
his credit. Malick managed raise enough money from 
relatives and friends hire competent actors and good tech- 
his own, thus maintaining personal control over his 
screenplay. The result not grainy underground experiment 
ment, but accomplished piece film art, and very fine 
first film indeed. Badlands far from flawless, and does 
not entirely avoid the glossy cynicism many more well-en- 
dowed films, but its errors are the consequences 
able risks, and deserves large audience. 


Badlands treatment established cinematic genre, 
which might called the The film fol- 
lows the murderous career Kit Carruthers (Martin Sheen), 
and his young companion Holly (Sissy Spacek); the story 
loosely based upon actual series murders which happen- 
about fifteen years ago. Although the period this film 
recent, works established mode made fa- 
miliar Arthur Penn and Sam Peckinpah, and the character- 
ization Kit partly relies his gunslinger morality, lack 
morality, derived from grade-B westerns, Comparisons 
will made Bonnie and Ciyde, the film which most directly 
underlies attitude toward the two "lovers"; but these 
are not desperadoes, and the killings are 
nearly motiveless, that the adolescent sexuality Holly and 
Kit makes more sense than the similar references impotence 
Penn's The narration throughout done the school- 
girl voice and style 15-year-old Holly (we see Kit almost whol- 
through her eyes), ol' gal from whose attitude 
toward murder, even the murder her own father (Warren 
Oates) emotionless and distracted--she fills the story with 
irrelevant detail and pathetic embellishments, drawn 
from schoolbooks and teenage fan The two charac- 
ters, constructed they are upon the fragments popular cul- 
ture, give much more the movie parodic tone, although the 
only explicit film references are James Dean (Kit looks and 
tries act like him), and the Dean movie Giant (one shot Kit 
facing the sunset, his rifle across his The humor 
provoked the air sentimental parody itself ironic com- 
mentary the murders. Kit and Holly behave though the 
murders were, after all, only movie murders: just says 
Kit, describing the death Holly's father. reinforce this 
impression, the shootings are filmed not elaborate Peckin- 
pah style, but the quick, chaste, nearly bloodless style 
say, 


the film begins, Holly's voice see her her girl's 
clean but cluttered bedroom) offers little prologue--she and 
her father have moved from Texas small town South Da- 
kota, after the death Holly's mother. speaks tone- 
less, light drawl, though she were reading back her own 
diary, written much later, and phrases like "little did realize 
are her plantive indications that these are memories 
recollected much later--after, one presumes, the main action 
the film. The mechanical foreboding lines like these are 


the only signals get what follow--otherwise the open- 


Holly (Sissy Spacek) and Kit (Martin Sheen) 


ing minutes are straightforward and mildly exposition 
the viewer who might unaware the 
film's material likely very surprized when the first 
murder occurs. Malick's intent (somewhat vitiated neces- 
sary advertising) is, think, make the murder Holly's 


father appear almost accident, reflex action, the conse- 
quences which Kit essentially incapable understanding 
except most superficial sense. any case, see Kit 
knock off early from his garbage route (he's fired the next day), 
introduce himself Holly, who twirling her baton her lawn 
lawn: and then series sentimental scenes teen life and 
love, with maudlin commentary Holly. Sissy Spacek's 
characterization Holly has delivered almost entirely 
through the narrative voice, which done very well--the role 
itself calls for near catatonia: after their first sex, she asks 
"is that all there and gets barely grunt return. 
Sheen has little more room work, Kit fancies himself 
something swaggering Mr. Cool, difficult double concep- 
tion which Sheen does well.) This romantic sequence continues 
until Holly's father grizzled sign-painter done with brief 
exactness Warren Oates) puts stop their 
quite rationally, since Kit teenager, but 25-year-old 
lumpen with, they say, future, who shouldn't messing 
with schoolgirl like Holly the first place. Kit makes 
arrogant and futile appeal Holly's father, and then arrives 
the house one day with pistol thing have 
round'') intending frighten and run off with Holly. 
But does not behave like he's supposed to, although 

shudder Sheen fires the gun into the floor). Instead, Oates 
walks slowly toward the phone and Kit, now scared himself, 
shoots him almost without thinking ("he was provokin' me, 

popped him"). Holly's response weep briefly, and then 
quietly submit Kit's plans fake suicide recording, 
burn the house and leave town. this brief summary im- 
plies, the getaway plan seems Kit's simple-minded im- 
itation movie killers, which hopes time." 


Kit and Holly run the open countryside, where they set 
quaint housekeeping treehouse, listen the radio, 
fishing, even raise few chickens, and train for their in- 
evitable discovery the law--which has, the end this 
overlong sequence, become identical with the 
world. all says Holly, our 
little problems."') When, because Kit's 
they are finally discovered, methodically shoots his way 
out trap--and Holly reports the growth their noto- 
riety they seek new hideout. They stop for moment 
with Kit's only friend, Cato from the garbage route, but 
tries run and Kit kills him, and probably two other friends 
(this not After these murders, they are really 
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the run, and head through the toward Canada, 
stolen Cadillac filled with provisions taken from the house 
the Cadillac's owner (''we figured was the quickest way 
get the stuff Kit momentarily considers 
shooting the rich man and his deaf maid gothic touch ina 
gaudy small-town mansion), instead just locks them ina 
closet and the two carefree children light out for the terri- 
tory. (In tense moment, Malick himself appears the 
door associate the rich man, but Kit gets rid him 
Malick lisclaims any Hitchcockian significance 
for his role, saying only that was the result emergen- 
when the hired actor failed appear time.) 


with lie. 


they travel aimlessly through the western brushland, 
spinning bottle for directions, the tedium begins wear 
Holly, and she loses interest Kit's fantasies. 
lyric moment the two dance the headlights the car, 
Nat King Cole song the radio, but Holly tired 
running "like animal, without even chance 
When helicopter tracks them into the desert, Holly watches 
Kit shoots another pursuer and escapes; she turns herself 
in. Without his girl ''scream his name when dies," 

Kit surrenders couple state troopers, who drive him 
anti-hero's welcome--the locals are eager for 


memento the famous murderer. 


the title implies, Badlands attempt give 
cultural explanation for what has become, recently, al- 
most common american event--the reckless string what 
the newspapers call ''senseless'' murders. Malick seems 
suggesting that Kit only extreme example com- 
mon American type: the sort callow, mis-educated, des- 
perate but arrogant youths who, recalcitrant industrial fodder, 
move from one demeaning job another, and only occasionally, 
like Kit almost accident, break out wreak indiscriminate 
havoc, Kit first kills Holly's father more out nervous self- 
assertion than out malice--and the other murders result 
from insane cowardly bravado, masked the forced delu- 
Throughout, Holly describes the weathe 
weather and the countryside, the tone teenager who, 
when asked how the accident happened, can only shrug. This 
feeling insensitivity sustained even after the surrender 
Kit and Holly the police. bound for prison, and 
Kit bound for, puts it, ''the juice. 


sion lonely heroism. 


They have grown 


sunset. 


There 


they might well give up. Ina rather pointlessly mock-dra- 
matic conclusion, the plane carrying them flies into golden 


The strength Badlands that serious attempt 
analyze very difficult, almost incomprehensible subject. 
That subject which preoccupies our social life eviden- 
ced the headlines the daily press--whatever may think, 
sober moments, sensationalism, sells newspapers and 
films, because provides the raw matter our fantasies and 
dreams (in blunt recognition this fact, Warner Brothers, 
the distibutors Badlands, are emphasizing their cam- 
paign the film's sensational and nostalgic aspects, sort 
bloody American Graffiti.) But the trouble with such subject 
that, unless the hands absolute master (as, for 
example, Richard Wright Native Son), becomes fore- 
doomed attempt explain the inexplicable. defense the 
film might that the intent report Kit and Holly's story 
and not comment upon it. But reporting the job ofa 
journalist, not artist, and very vivid, complete, and 
competent journalism still leaves the newspaper-like gaps 
proper raw material, but not the proper 
product, aesthetic recreation. Malick nearly said much 
his comments after the pre-release showing the film, 


when noted that has lot guys like Kit--al- 


bored with each other and bored with their little adventure, 


SLEEPER 


and 


--Daniel Golden 


SLEEPER the latest chapter 
Woody Allen's continuing public autobi- 
Ography, work that began some years 
ago with his appearances late-night 
television talk shows. longer dis- 
embodied writer, doling out one-liners 
for the famous star, Allen brought his 
intellectual wit and natural talent for 
comic facial gesture the 
All his creative work since surfacing 
performer bears his alternately manic 
and meditative signature. Allen's anec- 
dotes being manipulated and defeated 
machines, his tentative and wryly 
self-deprecating sexual confessions, his 
tales the arrogance and volubility 
New York City life, and his constant ad- 
missions petty neuroses and dreams 
glory--all make for highly personal 
comedy, private vision the oppres- 
sed Eastern Jewish city-dweller. 


After almost half-dozen films, 
Woody Allen appears have exhausted 
his creative range the 
liked parts SLEEPER, which does 
have its moments good humor and 
silly hilarity, but the movie ultimately 
reveals how Woody Allen betrayed 
his own self-conscious intelligence. 
think that SLEEPER film that pulls 
itself apart between two and per- 
haps irreconcilable comic modes, the 
purely visual and the purely verbal, 
one side, the film relies 
heavy dose slapstick, which does 
provide the same kind blatant visual 
humor cinema that Allen himself ad- 
mits goes all the way back Chaplin 
and Buster Keaton, both whom, in- 
cidentally, were also preoccupied with 
the comic dimensions the little man, 
the forgotten bureaucrat 
This Allen's heritage, and SLEEPER 
his most slapstick film date. 


purely visual sense, Allen 
seems his best the slapstick sec- 
tions SLEEPER, which are edited with 


necessary crispness and shot witha 
judicious eye for vertical movement and 
speed. However, the film has equally 
powerful comic appeal its verbal 
auditory levels, where encounter the 
familiar cerebral humor and linguistic 
wit the Allen persona, along with 
strong underlay social and topical sat- 
ire. would suggest that Allen himself 
has failed integrate the visual and the 
verbal humor and has of- 
fered film certainly not his best, 
nor his funniest. 


I'm glad see that Woody Allen can 
slapstick, but wonder doesn't 
leaves his audience with problem film, 
one that seems have comic split per- 
sonality. Perhaps Allen compelled 
show that his more than 
comedy, phrase that has been used more 
more critical accusation than 
But SLEEPER cannot pretend 
Marx Brothers film, striving for co- 
hesive hysteria style that intermixes 
sight gags, the joyous chase and gratui- 
tous violence slapstick, and the con- 
stant frenetic verbal banter Groucho- 
esque innuendo and insult. 


own misgivings about SLEEPER 
beyond sense confusion the 
double strand comedy the film. 
bothered that Allen sacrfices his spe- 
cial, perhaps unique comic vision, mere- 
offer Miles Monroe (the heroical- 
alliterative protagonist) dangling from 
great computer tape the sky. seem 
seems too cheap and easy way solicit 
laughter, and makes too easy lose 
the really important vision yet another 
harried and socially bereft marginal man 
monologist. This why all the trap- 
pings science-fiction are extraneous 
the point the The cinematic 
parody fascistic futurism, big broth- 
ers, and technological overreach ul- 
timately clumsy and inconsequential, for 
the whole point the Allen creation 
character emphasize that Miles Mon- 
roe was just much out place, just 
neurotic and obsessed, just replete 
with verbal twitches his first life 


though none them did what that precisely the 
problem, none them did what did, and Badlands does not 
succeed explicating the difference Kit circum- 
stances that drives him Holly their mindless rampage. 
Beyond hapless representation Kit's degrading jobs, and 
hopelessly maudlin account Holly's relations with her 
father (he shoots her punishment--a feeble director's 
gesture against the small, 

acted role Warren Oates, whose performance good 

enough dominate the early scenes), the film offers nothing 
the way real explanation these two pathetic misfits. 

one point Holly says Kit told her not talk about one the mur- 
ders, that Kit's only friend, because ask themselves why 
only bring bad Badlands, despite valiant and 
promising first effort Malick overcome intractable mater 
ial, forced into the same surrender the emotionless and 
vacuous dead-end Holly's narration, though offer more, 
would only bring bad 


but frankly sympathetic, finely 


1973, loses the fight the runaway 
pudding 2173, doubt has been 
equally defeated our own time, perhaps 
pop-top can recalcitrant cereal 
box. 


Because its inability unite the 
visual and verbal modes, SLEEPER man- 
ifests critical problem pacing and 
editing. There are too many rough edges, 
especially the early sequences tracing 
Miles debriefed his new envi- 
ronment. The effective opening series 
his smiling, giggling recovery from 
cryonic hibernation over-long and self- 
indulgent. Later, there are extraneous 
shots unreal future homes and vehicles, 
and the camera self-conscious, 
Allen were trying show his ability 
shoot outdoors, and use the crane and 
tracking shots. 


Most important the problem 
timing the earlier segments the 
detrimental effect the verbal audi- 
tory humor. recovering 
from his sleep, interrogated 
various scientists, who are trying de- 
cipher artifacts from Ina series 
shots perfectly suited his in- 
cisive brand self-satire and social 
comedy, Alien wanders away from comic 
effect, for his pacing askew. For ex- 
ample, the Howard Cosell scene, 
which Miles agrees with the theory that 
‘ous form torture, loses its effect be- 
cause the minute pause the camera 
crosscuts from Cosell Miles, mut- 
tering agreement. The timing seems 
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slightly off, and the sharp point sat- 
iric humor dulled. Again, this not 
isolated example, and the verbal 
humor throughout the film seems be-' 
trayed erratic hesitant editing, 
problem that was not prevalent 
BANANAS PLAY AGAIN, SAM, 
which are better films. 


have suggested, the only seg- 
ments the film which have good 
sense pacing are the slapstick mo- 
ments, Miles's flight from retread- 
ing the robot factory, his struggles 
the Orgasmatron, the inflated 
suit, which resembles blue 
plastic knish with glasses, Perhaps the 
only sequence which approaches suc- 
cessful intermingling verbal and visual 
comic modes the hospital scene, 
which Allen and his romantic accomplice, 
played Diane Keaton, are forced im- 
personate doctors and attempt 
the dead leader back life with only his 
nose Here, the camera 
tracks the two actors down the hall, there 
are moments improvisational genius, 
they argue and babble each other un- 
der their breath. Once the operating 
room, this undercurrent bickering 
desperation effectively played against 
the sight gags and pratfalls screen. 


even here, the Leader's nose pan- 


caked steamroller visual silliness 
wins out. 


hard talk about Woody Allen 
actor, essentially because, like Mel 


Brooks and other professional writers, 

theatrical awareness audience. This 
may well residue those years 
monologue writing and appearances. 
Constantly toying with language and rhet- 
oric, interweaving facial and hand ges- 
ture into conversation, the Allen charac- 
ter consistent from film film, and 
one the endearing things about the films 
that not tire the director's on- 
screen alter ego. Miles Fielding 
Mellish, whoever, Allen's hapless 
heroes are figments our own sexual 
doubts and nonsensical 
SLEEPER valuable us, because 
one particularly unmonumental scene, 
Miles tries persuade his futuristi- 
cally frigid lover discard the Orgas- 
matron and sleep with him. have 
suggested, Allen plays the scene the 
camera, offering ludicrous bravado 
and assertiveness that have the honesty 
pure fantasy. Miles counting our 
absolute comprehension his 1973 hang- 
ups become the third character 
the scene. some respects, this 
Allen's way emphasizing the artifice 

the medium feigning its very 


watched SLEEPER near-empty 
suburban theatre Buffalo, and was ex- 
tremely conscious another peripheral 
problem Allen's career comic 
filmmaker. His humor geograph- 
ically narrow, New York-oriented, 


INSURGENT MEXICO 


--Judith and John Hess 


REED: INSURGENT MEXICO (Paul Leduc, 1972, Mexico) 
homage John Reed, the American writer, journalist, and 
intransigent-radical who covered the Mexican Revolution for four 
months the winter 1913-14. Before this film can placed 
its proper context must introduce John Reed and the revolu- 
witnessed, John Reed (1887-1920) graduated from Harvard 
1910 and joined Lincoln Steffens, Eugene O'Neill, Max Eastman, 
Mabel Dodge, and many other American artists and intellectuals 


History and Homage 


was thrown jail result. Once out, directed mass 
pageant for the benefit the silk workers Madison Square 
Garden; the pageant included more than 1000 the strikers and 
speeches Big Bill Haywood and Elizabeth Gurley Flynn. 


the winter 1913, Reed crossed into Mexico and for four 
months reported and participated the march south 
Torreon, strategically important town which was finally taken 
Villa's famous Northern Division. This 
revolution, which ended with the establishment the Mexican 
Republic the summer 1914, was only the last series 


began his 


that some his best comic allusions 
and throwaways are invariably lost 
much his audience. Not many folks 
the outside world know about Albert Shan- 
ker and his power, and there were very 
few people theatre who knew why 
Diane Keaton's line, your Shiksa" 
was funny. will admit that 
the rest the verbal humor SLEEP- 
does not depend such regional 
cultural limitations, but there will al- 
ways part Woody Allen's comedy 
that will resist deciphering most 
people, and perhaps that the whole 
point. Allen would never pretend 
speak for majority voice, even his 
fantasies and inhibitions. Indeed, 
his own sense disconnectedness and 
isolation that sustains Woody Allen's 
comic creativity. don't think that film 
necessarily the best medium for his 
message; might have use television, 
with its more cramped physical space and 
its reliance close-ups and quick cuts, 
bring his vision closer himself 
its privacy After all, 
Allen man words, language, mono- 
logue. his own cinematic hero, 
the perfect voice for rambling, revealing 
comedy that once high-paced yet 
physically static. SLEEPER weak 
film because Allen lets action supplant 

least compete with the admittedly 
inactive but brilliant moments comic 
confession, 


who lived the bohemian life Greenwich Village. 
career journalism assistant editor the American Mag- 
azine. those days, the bohemian life had large political 
ponent and Reed became involved the and, join- 
the group young socialists who had started The Masses. 
that year, too, Reed became involved the long and bloody 
strike silk workers Paterson, New Jersey and 
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revolutions and coups which began when Francisco Madero, 
wealthy landowner, overthrew the reigning dictator, General 
Porfirio Diaz, 1910. 

Madero, however, failed carry out the land reform 
urgently needed and desired the peons who had supported 
him. Thus, November, the peasant leader Emiliano 
Zapata rose unsuccessfully against Madero's government. 
February, 1913, some rightist generals revolted against Ma- 
dero attempt restore the old dictatorship. With the help 
the supposedly loyal General Huerta and with the open advice 
and urging the American the generals defeated 


Madero and assassinated him. took over the government, 

but his future was sealed when, March that year, Villa, 

known throughout the United States vicious bandit, crossed 

the Rio Grande into Mexico with seven companions and quickly 

built the Northern Division. January, 1914, Villa had es- 

tablished himself Chihuahua and was preparing march south 
Torreon with General Tomas Urbina, the Lion Durango, 
Reed's first contact Mexico, his right flank. This was 

the operation Reed witnessed first hand and, two months after 

ieft Mexico, the Huerta regime crumbled and the Republic 

was established, 


and took arms the side the striking miners. 

the summer that year, Reed and illustrator Boardman 
Robinson covered the Eastern Front Europe; result 
these experiences, Reed wrote THE WAR EASTERN EUROPE 
home again Greenwich Village with his wife Louise 
Bryant, Reed became increasingly involved socialist politics, 
speaking out and participating whenever could and involved 
the literary avant-garde Provincetown. The Russian Revolu- 
tion seemed Reed and many his friends the beginning 
world socialist August 1917, left for Rus- 
sia and arrived time witness the October Revolution. 
returned home April the next year, stood trial with the 
other editors The Masses, and wrote TEN DAYS THAT SHOOK 
THE WORLD, which was published 1919, September, 
helped found the Communist Labor Party opposition the 
American Communist Party and, the government began 
massive crackdown radicals, left the country illegally and 
hurried Moscow order gain recognition for his party. 
Although was warmly received Russia and made member 
the Executive Committee the Third International, lost 
favor the representatives the American Communist Party. 
Reed was disillusioned this rejection which never fully un- 
derstood, and evidence corruption the new state had 
warmly welcomed, but before could act fell ill the 


went directly Ludlow, Colorado, after leaving Mexi- 
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age thirty-three October 17, 1920. lies buried beside 
the Kremlin wall Moscow. 


The movie's title indicates that Leduc's concern limited 
Reed's account the Revolution INSURGENT MEXICO and 
its The opposing forces which created and sustained the 
Mexican Revolution are never clearly defined. There sus- 
tained political analyis--events are arranged give pic- 
ture Reed's development, not the nature the Revolution. 
The rebels themselves remain little more than foils for Reed 
the movie centers Reed's changing perceptions about his own 
function journalist. 


Reed was experienced reporter the time 

went Mexico, are given the impression that 

novice. When confronts Urbina his stronghold, Reed 
does not appear have strong commitment the rebel forces. 
After waiting fruitlessly for Urbina and his rakish troops 
battle, Reed decides head for Chihuahua. refused 
permission leave and ultimately goes off with Urbina's army 
top mule drawn cargo dynamite. 


Apart from inserting few truisms about social justice, Le- 
duc practically ignores the commitment socialism which 
brought Reed Mexico the first place. the film, Reed's 
initial lack involvement superceded strong emotional 
feeling for the rebel cause, and for his Mexican soldier com- 
Drunk after fiesta, expresses fears about his own 
courage, and Cadena, the scene their first battle, awk- 
wardly attempts participate the fighting; ends losing 
his camera and becoming separated from his rebel group. Le- 
duc implies that Reed did not this point have the political per- 
spective respect his role reporter, even though the men 
with whom traveled were aware that their story must reach 
all people. several other instances, Reed tries fight, but 
stopped the more experienced peasant 


Nogales Reed interviews Carranza rigid figurehead) 
and later, Chihuahua, meets Villa, shown rough and 
appealing leader the people. first see Villa bakery 
where has put his soldiers work, believing that they should 
help the people and not stand around idle. are led assume 
that Reed becoming increasingly aware the historical sig- 
nificance the struggle. conversation with two American 
reporters says that objective reporting events impos 


ZARDOZ 


sible once one believes the revolutionaries' cause. The im- 
plication that had discarded traditional methods report- 
ing and evolving ways communicate his fierce commitment 
the peasants and their cause. Our last view Reed, which 
freeze frame holds for us, him breaking shop window 
steal camera. now, implies Leduc, has come terms 
with his role. His reportorial function has become revolu- 
tionary activity. 


growing political understanding and involvement, the com- 

pression this growth into his reactions several inci- 
dents the Mexican Revolution oversimplifies and distorts. 
both Reed's personal history and his experience 


Because the movie focusses Reed rather than the 
Mexican Revolution, presents Reed's own biases towards it. 
Instead trying discern the class interests the opposing 
forces, Reed became totally sympathetic toward the idealistic 


although Reed's life whole does reflect 


‘but unrealistic goals the peasant rebels with whom lived. 


The movie accepts Reed's relatively naive view. 


REED: INSURGENT MEXICO's impact marred various 
technical inadequacies--the images are often indistinct, the 
lighting changes from shot shot and even within single shots, 
the sound tinny and uneven, and the graininess the image 
suggests that the film was shot and then blown 
The combination these shortcomings often makes 
the film very difficult watch. Also becomes hard tell 
what effect the director intended convey. That the entire 
film tinted sepia suggests that the director's aim was 
recall the past, accurately. This supposition born out 
the lead actor's eerie physical similarity John Reed. 
harder tell exactly what Leduc wants his audience derive 
from the many awkward close ups--the are often startling but 
serve apparent purpose. Thus although the film much 
deserved homage John Reed, its political and aesthetic fail- 
ings force wish that much better film had been made, 
either about John Reed about the Mexican Revolution. 


Paul Leduc (b. 1942) studied film directing and writing be- 
fore becoming film critic for Dia. studied with Jean 
Rouch, and 1968 directed documentaries shot location 
the Olympic games. REED: INSURGENT MEXICO, his 
first feature film, distributed New Yorker Films. 


Boorman’s Metaphysical Western 


--Stephanie Goldberg 


While aspiring the epic grandeur 
2001, ZARDOZ, film scripted, di- 
rected and produced John Boorman, 
more successful unintentional parody 
--mimicking Kubrick's bravura flourishes 
and its own pretensions the same time. 
Equating ponderousness, gradiosity and 
virtuoso camera maneuvers with complex- 
ity, ZARDOZ unhappily wanting the dis- 
cipline and proportion that informed Ku- 
brick's vision. Instead, assaults 
multiple levels, being given fits 
visual gluttony and lyrical excess, operat- 
ing from sensibility that celebrates the 
myth penis power near absurdity. 

one might expect, the story line 
somewhat Set the year 
2293, most the film's action takes place 
within the Vortex, kind repository 
for the elite tradition arts and letters 
western culture. The citizens the 
Vortex are quite attractive ina cosmetic 
sense; they are youthful and will remain 
throughout eternity, part mas- 
ter plan perpetuate the Brahmin caste. 
Immortality, however, not without its 


the reality life the Vortex closer 

Sartre's EXIT. Passion and in- 
stinct have withered under the tyranny 
the Heterosexual intercourse 

phenomenon purely historical in- 
terest since the men the Vortex can 
longer Group mind main- 


tained mysterious omnipotent brain 
bank gifted with the ability dispense 
rewards (physical regeneration) and pun- 


ishments (eternal senility). Endemic 
the region are the Apathetics, who mani- 
fest internal rebellion through wooden in- 


Beyond the Vortex, the alive and 
well the presence the Barbarians, 
who cultivate the soil that the intel- 
lectual elite can live off their 
They are drab lot characteristically 
shown grappling for food and photograph- 
bleak greyed tones contrast 
the hot-house, soft focus colors reserved 

the Vortex. spite (or perhaps) 
owing their oppressed state, they pro- 
create grand scale which periodical- 
triggers the need for population con- 
trol measures the Exterminators, 
quasi-stormtrooper class. Garbed 
orange loin cloths, Janus-faced tragedi- 
masks and buskins, with matching 
ammunition belts, they prey the Bar- 
barians Zardoz, the mammoth Vortex 
effigy, exhorts ''The gun good; the 
penis evil. forth and 

This the nexus which Boorman's 
characters Paring the plot 

its bones leaves kind metaphysical 

western: desparado invades commun- 


-ity the outpost the frontier. 
ultimately instigates the release ap- 
petites long denied the sated, effete 
society. Appetite vs. intellect, individ- 
ual vs, society--these are the terms 
Boorman's dialectic. 
original nor delicate their 
Sean Connery Zed, the master exter- 
minator chosen infiltrate the Vortex 
and provoke The name 
ironic for Boorman obviously thinks 


him quintessential progenitor who 
will spawn the master race. 

the course the film, Connery 
grows from hulking Neanderthal epic 
warrior. With surprise, the audience 

only virile, but gifted with cognitive 
capacity equal that the Vortex in- 
tellectuals, The product cultural syn- 
thesis, Zed virtually willed power 
and constitutes the only dynamic charac- 
ter the For example, after one 
its founders repudiates the Vortex 
against Zed the in- 
strument reversal. Toward this end 
rouses the Apathetics out lethargy 
and into group grope. The heinous power 
the brain bank smashed and Zed as- 
similates its massive store intelligence 
impressionistic sequence using 
overlapped filmed projections. The film 
verges epiphany the Vortex sur- 
renders ecstatic frenzy the bullets 
Zed and his Why the 
Exterminators rebel? were 
You made into Zed informs 
May (Sara Kestelman), the woman scien- 
tist who befriended him 

Apparently Boorman's wasteland, 
some souls merit May 
one; Zed places her horse pointed 
the direction the Barbarian camp where 
she will presumably repent her intel- 
lectual ways and rediscover her authen- 
tic female nature--as Con- 
suela, Zed's love interest (Charlotte 
Rampling), another, predestined 
Eve Zed's The final sequence 
telescopes the couple's life span into 
mere seconds, depicting them various 
critical from conception and child- 
birth toward death and ultimate decay 
while Beethoven's Seventh blares the 
the main action and poetic illustration 
life after the revolution, this sequence 
also succinct statement the limits 
Boorman's vision. The fundamental 
relationship the Utopia that Boorman 
more than idealized version the 
traditional nuclear family, patriarchal 
values intact. 

the modern viewer finds this vision 


They are neither 
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unpalatable, she can take heart 
the fact that Boorman, himself, seems 
shrink from the implications his 
simplistic logic. Thus, resorts 
curious undercutting humor the 
crude distinctions his For 
example, Arthur Frayn (Niall Buggy), 
the Vortex intellectual who animates the 


jured 
too?" 


Zardoz effigy, steps outside the action 

confront the audience with the infor- 
And you, poor creatures, Who con- 


you out clay? God Showbiz, 


Ultimately Boorman appropriates 


Brechtian tactics for his own self defense. 
The hall mirrors, the panoply jazzy 
optical effects dazzle the viewer and dis- 
tract his attention from feeble story line 
ZARDOZ can read wistful 
handsome attempt build labyrinth 
around crumbling male supremacist 
ideology. 


memories underdevelopment 


Lesage 


The word subdesarrollo underdevelopment plagues every- 


one who lives South America. may mean colonized econ- 
omy insufficient industrial development, just may come 
mean that foreign better. The Cuban film 
UNDERDEVELOPMENT, directed Thomas Gutierrez Alea, 
deals with this topic underdevelopment number ways. 
Primarily the film concerns itself with the life and thoughts 

bourgeois intellectual, Sergio, who has literally stayed behind 
the revolution. stayed behind Cuba when his wife and 
ents went the United States because wanted observe what 
would happen Cuba. thinks himself Europeanized, 
and Sergio, underdevelopment means that the Cuban mind 
underdeveloped. Sergio criticizes people, especially women, 
for forgetting and not being consistent, but his own case, re- 
membering everything just paralyzes him. 

The original novel from which the film was made, published 
English INCONSOLABLE MEMORIES, was written Ed- 
mundo Desnoes, Cuban intellectual who spent many years 
the United States and thus many foreign influences 
hoth his life style and writing, but who returned Cuba after the 
revolution active position the publishing house Casa 
las Americas. 
the novel, giving his protagonist many insights and sympa- 
thetic qualities. However, intellectual committed life 
post-revolutionary Cuba, Desnoes also puts this alter ego 
criticism work art. Within the novel, unnamed prota- 
gonist writing diary maintain his sanity and personal 
identity, kind control over his own life, and also writes 
since frustrated author who cannot create because 
sees the werld complex that has nothing say. the 
film this intellectual, named Sergio, must stand for revolution- 
ary Cubans, memory bourgeois who 
immerses himself his own mental acuity but who cannot break 
out angst enter into commitment. 

the novel and the film are complex. the novel the 
protagonist criticizes his friend Eddy (Desnoes) for writing 
story with flat characterization about alienated intellectual 
who saved committing himself the revolution, which 
parody the story hand. Cuban intellectuals have waged 
battle against Stalinist art and this film one the best exam- 
ples the Cuban artists' independance. Significantly, 
ORIES UNDERDEVELOPMENT neither author Desnoes nor 
director Gutierrez have unearthed native folkloric strains 
write about, although this path esteemed one for Cuban ar- 
tists. (An example the native type literature the poetry 
Nicholas Guillen, who captures afro-cuban rhythms his 
poetry, the novels Alejo Carpentier, who celebrates 
Cuba such works THE ‘The novel 
and the film look directly European and American cultural in- 
fluences and are not afraid use mainstream Western 
porary modes expression both novel and film even 
criticizing and American influences Cuban 
ife. 

two stories, and one implicit, which are used com- 
ment each other. the background the film presents the 
story Cuban society, which moves with the force the revo- 
lution and history. The fact that political history the frame- 
work the film esta three principle documentary 
sequences. The the film shows public 
dance which political leader assassinated. There 
central documentary sequence, seemingly unrelated the nar- 
rative, the trial the counterrevolutionary officers captured 
Playa And final series sequences the 
crisis combine both documentary shots and narrative material 
conclude the film. film style, Gutierrez also 
commenting the topic underdevelopment, develops 
psychological narrative the style European films about 
Sergio's existential the same time holds that 
alienation criticism means documentary footage which 
shows the revolution which Sergio will not join, 

complex way, the film mixes cinematic styles and 
modes spoken discourse, moving back and forth time, fre- 
quently according Sergio's The shots the Cuban 
people the street during the film and particularly the dance 
the beginning the film establish sense race, against 
which background can see that Sergio, tall fair man who 
looks like gringo, deliberately shown very white some- 
thing Latin audience would pick since skin color of- 
ten index class. the middle the film Gutierrez re- 
peats the opening sequence dark skinned Cubans dancing and 
the sudden shooting one the men there, but this time see 
Sergio among the -and his whiteness stands out. seems 
that Gutierrez uses such fair protagonist emphasize vis- 
ual terms this middle intellectual's alienation from the 


seems that Desnoes put lot himself into the 


Underdevelopment 


eople. 
the director the film, commented himself 
the transformation from novel film. the film the nov- 
el, Sergio's reality, sometimes deformed, and 
always subjective, also become the object our critical attitude 


‘ 


e 


The confrontation between his world with the 'documentary' 
world that show (our subjective world) can have some rich 
overtones... developed more than what was included the 
novel, that line which shows reality that surrounds 
the. character and that little little closes him and suffo- 
cates him the That line alternates with the 
own and basically built with documents, that is, with current 

The documentary elements the narrative sections 
the film also generally work very well, the depiction 
round table discussion which Sergio The topic 
under discussion Literature and Underdevelopment, and the 
panelists inciude the real Edmundo Desnoes and Jack Gelber, 
the North American playwright who wrote the introduction the 
English translation INCONSOLABLE MEMORIES. this 
filmed panel Desnoes speaks about his long stay the United 
States, where was just another spic, and especially criti- 
cizes great white dream" the United Another 
speaker says that underdevelopment and development are sick 
werds, linguistic and ideological alibi, and that Cuba needs 
instead the words capitalism and socialism. Jack Gelber then 
demands humorously English, ''Why use impotent form 
like round table discussion after the revolution?" But the fact 
that states this just protest against academic bullshit Eng- 
lish shows again one more form cultural imperialism. 

political terms see one major problem the effect 
some the the film are supposed have Cuban 
audience, Gutierrez shows Sergio living untroubled and alone 
luxury, well after the revolution, apartment that could 
have housed family two. The audience supposed criti- 
cize and not envy this way particular, the kitchen and 
plumbing are shown splendid working order, Sergio's 
tape recorder, spite the fact that imported fixtures have 
long since stopped coming in. The film itself raises the point 
that automobile parts and motor oil are scarce. For many 
Cubans, when Havana's big deparment store Encanto burned 
down, that signaled the end imported luxuries, Buildings 
have deteriorated Havana since the governmert has 
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rural development, but Gutierrez shows Serio's Havana 
being kept perfectly. 

one sequence the film, block captains come inven- 
ory the apartment. During this time learn that Sergio's in- 
comes from monthly state payments for building his 
vhich had been confiscated, payments will receive for another 
hirteen All these details the film paint picture 
being extremely fair those who have stayed, 
etting them, like Sergio, just fade away their own accord and 
stripping their comforts from them. Yet what 
this apartment the movie have for Cuban audience? 

seems say, are superior for you are working for the 
revolution, while character such Sergio has all these 
ine possessions but empty But maybe the audience 
ooks that nice plumbing with envy thinks should 
one more deserving. Specifically, the film does not anal- 
the relation between Serzio's living material comfort and 


AND SEXUAL 

The character Sergio, acted Mastroianni style Sergio 
‘orrieri, elicits certain sympathy from the audience. Yet 
film presents this character static emotional and social 
tate. the audience approves the direction the Cuban ''back- 
going, Sergio's paralysis stands critique those 
rho cannot join the revolution. 

Sergio prides himself his urbanity, his being 
nized. obsessed with and condescending about Cuba 
women intellectually and culturally underdeveloped, 
uses sex escape from his alienation from Cuban 
ociety and his paralysis writer. the course film 
see Sergio's egotism his sexual relations. has 
ffair with young woman, Elena, whom picked the 
treet and whom tries educate taking bookstores and 
one point reflects, discovered Elena didn't 
feel the underdevelopment every 

Sergio has acute intellect. sees much that true 
Cuba and especially about criticize Sergio 
easy. Yet himself rejects most the Cubans 
class, his wife Laura and his friend especially, 

greedy, and self-deceiving. But will also not 
his intellect serve the revolution. The film shows that 
refusal join building new Cuban society depends 
his class position and his temperament. The film 
the cost him personally staying apart 
Sergio not one who flees the United States gusano, 
his reasons for staying Cuba are not just that his 
age has gone stale. says, has great curiosity 
what will happen Cuba next. One the most important 
ops the film high powered telescope installed the 
his apartment. Early the film Sergio looks through 
couple making love. the end the film looks down 
the mobilization for the missile crisis, which the whole 
was unified the face impending destruction. Looking 
the telescope means more than idle curiosity. also 
mbolizes passivity and his internalized hopelessness, the 
the film, Sergio looking through the telescope Sergio 

film details the relation between the personal and the 
‘litical, which comes out the critique Sergio male. 
tries mould women fit his idea what they should 
seduces younger woman, Elena, offering her mat- 
goods; this the way kept his wife long did, 


The one woman said really loved, German living New 

York named Hanna, wanted him get out stultifying envir- 
onment and writer, but went back Cuba and went 
into the furniture business (This latter part Sergio's life 
humorously presented family photo album style). Significant- 
ly, Hanna, the unattainable, ideal woman, very 
fair with pale blonde hair. Sergio's wife Laura has coarse hair 
streaked blonde; and Elena, closer the people, darker than 
the film Sergio's attitude toward women, his machismo, 
revolutionary) way life. Sergio's efforts escape into sex 
are index his refusal act political way. this re- 
gard, Elena, whom Sergio regards primitive, understands 
him more than understands her. "You're not revolutionary 
she says. When asks her what 
then, she answere, eres nada nothing, you're 

does Humberto film LUCIA, MEMORIES UN- 
DERDEVELOPMENT goes beyond the official Cuban line that 
problems sexual politics are solved when women are fully 
part the work force. woman's job does not necessarily 
change male expectations fantasies about women. Sergio 
tries fit Naomi, the housekeeper and the one woman see 
working the film, into his fantasy world just does with 
the other women the film. delineated the narrative, the 
problem sexual politics seen lie Sergio's exploitative, 
condescending and elitist attitude toward women and not whe- 
ther not they work. 

The women the film include Naomi, the Protestant maid, 
about whose baptism Sergio has erotic fantasies; Laura, the 
wife, older than he, accustomed material standard luxury 
with him, yet presumably eager make new emotional and 
ties the United States; Elena, the young Cuban wo- 
man looking for adventure yet ultimately trapped inside oppre- 
sive family situation; and Hanna, the German girl Sergio courted 
away from high school and whose expectations for him become 
writer could not live to. Each one the woman 
ters reveals something different about Sergio, and each one also 
offers opportunity elaborate what Sergio means 
and what the viewers are think about that 
concept 

Laura, the wife, presented furs the airport she 
going live the United States. She leaves her wrist watch 
and wedding ring behind Cuban customs. she and her fam- 
ily pass through the waiting area for their plane, Sergio 
watches them through the plate window, and the moment 
like epiphany see through Sergio's eyes what 
strange breed these are and understand everything that 
shallow about the Cuban bourgeoisie. learn more about 
Laura Sergio goes back the apartment and rummages 
through her clothes, trying some them. found this visual 
presentation Sergio's erotic life sensitive, witty and visually 
interesting, but could not help wondering Cuban audience 
was supposed interpret man putting woman's things 
sign ''decadent sexuality.'') Sergio plays old tape recor- 
ding fight once had with Laura. Her clothes, her voice 
the recorder, have more permanence Sergio's life than 
she does, but they reveal how Sergio tried shape her. His 
voice the recording accuses, see you struggle between ele- 
gance and vulgarity. All these products keep you from being 
slovenly Cuban The same sound track used again when 
Gutierrez shows the original fight, sequence shown the 
film after Sergio has seduced which point the physical 
appearence and the class status the two women stand clearly 
contrast. 

Gutierrez exploits the character Elena presents concepts 
underdevelopment. She standing the street, presumably 
waiting for someone connected the cinema industry, when Ser- 
gio persuades her eat with him. both gets her screen 
test and criticizes her desire actress. (The whole screen 
test sequence quite funny, with cinematic tricks used empha- 
size the artificiality and the foolishness screen romance.) 
Sergio then offers Elena some Laura's clothes, makes love 
her, and has extended affair with her. After has grown 
tired her, there series sequences which Elena's 
brother comes demand Sergio marry her. Sergio was then 
willing but backs down after being bullied. Finally the 
family fights with him and takes him court, where they say 
this point one does not know what make Elena. the 
rest the film Guiterrez's examination false consciousness 
here relentless. does not hold Elena and her family 
idealized examples the Cuban people, dignified even right. 
Whereas Sergio wrong think Elena underdeveloped 
the way does, taking her museums improve her mind, 
Gutierrez does not show Elena having revolutionary goals. 
Indeed the whole wit the sequences with Eiena's family comes 
from the inappropriateness their actions presumably 
revolutionary society. they blackmail man because their 
daughter pregnant (and she may have been promiscuous), 
this family acting out what wauld have been their best defense 
that situation under capitalism, but they are doing ina 
post-revolutionary The film satirizes the family's 
treating female child property, showing this totally 
reactionary way behave. Elena victimized 
both Sergio and her family, which victimization she 

Interestingly, the novel from which the film was made, 
have more complex picture Elena. learn that she 
was the daughter laundress coffee plantation 
Oriente, and then, after the revolution, teacher the big 
campaign against illiteracy, and then arrested for casual pros- 
titution. Why Gutierrez left these details out the film not 
know but can only hazard the guess that show literacy teach- 
going into prostitution taboo. 

Another sequence involving that differs significantly 
from novel film the sequence Hemingway's Cuban home, 
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now museum, this sequence, which mixture 
mentary and narrative, Sergio takes Elena Hemingway's old 
estate, which still tended the man who was Hemingway's 
servant, Cuban who has completely absorbed his white mas- 
ter's ideals. further example consciousness, 

the novel Russian tourists the place photo- 
graphing everything sight and encouraging Elena pose sex- 
ily the animal trophies. Sergio becomes angry with the, way 
the Russian tourists encourage Elena act out the wild passion- 
ate Cuban woman role and the way they take Cuba home 
trophy the form photographs without understanding Cuban 
cultural life can understand why these Russian tour- 
ists were not included the film, especially since night clubs 
still operate Havana with traditional style shows for 
the sake the Russian technicians based there. 

1967, Desnoes said that was planning novel about 
girl growing the years between the revolution and the 
missile crisis, and although never completed such work, 
certainly can see that character such Elena was inter- 
est both Desnoes and Guiterrez. She young woman the 
people, not underdeveloped the way Sergio thought, yet with 
not much interesting be. 


SECTIONS 

terms the plot line, the film traces Sergio's life afte 
his wife and parents leave for the United States 1961 through 
the missile crisis The film moves back and 
through time, since Sergio turns frequently his 
try understand what happening him. Because the 
documentary footage, the revolution always the 
History intrudes into the narrative even though Sergio shown 
paralyzed and unable act The narrative ends 
the time the missile crisis, which reveals Sergio's paralysis 
even the face mobilization. Included this part the film 
Fidel's own speech that time which emphasized the 
historicity every human life and the importance living out 
one's own historical role well. Not only does Gutierrez present 
Sergio's alienation but also picture island country facing 

long documentary section which comes the middle 
the film seems unrelated Sergio's story but serves two impor- 
tant purposes. Footage shot the trial the counterrevolution- 
ary officers captured Playa Giron presents within the film 
MEMORIES UNDERDEVELOPMENT that which the protagon- 
ist has excluded from his life the revolution and revolution- 
ary mentality. terms cinematic style, this footage also 
reminds that one Cuba's greatest artistic achievements has 
been the development new documentary film style, which 
combines handheld camera, location shooting often obscure 
country locations, and political analysis. Gutierrez uses docu- 
mentary footage comment the narrative film style ina 
way that reminiscent the Godard 
MEMORIES UNDERDEVELOPMENT the contrast between 
the long documentary insert, seemingly unrelated the 
tive, and the narrative part the film serves reinforce the 
theme Sergio's divorce from the political, yet the inescapable 
reality that sphere. 

this section, the various counterrevolution- 
ary leaders who are being tried not define themselves mur- 
derers. They define themselves types with one specific func- 
tion society the priest, the philosopher, the believer 
free enterprise all with their niches thought out for them- 
selves. What comes out during the trial Calvino, the sadistic 
army officer known the that letting Calvino 
all the torturing and not thinking too much about it, the others 
could maintain their identity. commentary states, ''The 
truth the group the Gutierrez uses this 
sequence the film emphasize the consequences false 
consciousness self among the bourgeoisie, especially 
related Sergio, who thinks truly separate from political 
action. the commentary states, all bourgeois society has 
division moral labor and places emphasis individuality 
that nobody has assume total consciousness/conscience. 
The counterrevolutionaries did not recognize themselves 
members system that entangles them their own act, 


THE LAST DETAIL 


--John and Judith Hess 


THE LAST DETAIL describes five days the lives three 
Navy men, Two lifers, Buddusky (Jack Nicholson) and Mulhall 
(Otis Young), escort young seaman, Meadows (Randy Quaid), 
from Norfolk Portsmouth Naval Prison, where 
jailed for eight years because attempted steal $40 from 
charity crime and the inordinate punishment are 
right out CATCH 22; tried lift the money from the Com- 
mander's wife's favorite do-gooder project and got eight years 
and dishonorable discharge. Buddusky and Mulhall are as- 
tounded when they hear about it. 'Who did Buddusky 
wants 

the surface THE LAST DETAIL seems very re- 
alistic movie because some ways accurately portrays mil- 
itary life and the people who live it. clearly shows the iso- 
lation these men who have left their working class origins 
join the Navy, thus unwittingly becoming tools the ruling 
the film opens hear military music and see Navy 
seaman emerges from behind the passing band, walks the 
transient barracks, searches for and finds Petty Officer Bud- 
dusky asleep, alone room, obviously sleeping off last 
night's binge. Buddusky protests against having his transient 


this section, the film also significantly offers the image the 
role revolutionary woman. see strong and angry wo- 
man denouncing the trial, which image woman 
which Sergio cannot conceive of, 


CUBA AND THE INTELLECTUALS 

Both the novel and the film were finished before 1971 and the 
First National Congress Education and Culture when Castro 
waged all out war that time 
Castro said that artists and writers must reject manifesta- 
tions decadent culture, the fruit society societies 
that are rent (GRANMA, Engl. edn., 
Early the revolution, Castro had called for the development 
New Person meet the exigencies the new society. For 
ten years then the motto for intellectuals was, the revo- 
lution, everything. Outside the revolution, But 
1968, after the film was made, newspapers published many open 
critiques Although MEMCRIES UNDER- 
DEVELOPMENT has not lost its place Cuba peak ar- 
tistic achievement, both novel and film, neither Desnoes 
nor Guiterrez have done any more works like this since then, 
that is, works that show obvious European influence. After 
working with Guiterrez the script the film, Desnoes pro- 
ceeded write the English translation the novel, incorpora- 
ting incidents from the film, and the translation was released 
the United States Latin intellectuals cannot, even 
the revolution, declare themselves untouched European and 
North American thought, for the very concept underdevelop- 
ment, which exerts powerful influence post-revolution- 
ary Cuba ever, means that the intellectual has been strongly 
shaped foreign models. both its theme and its style, the 
film MEMORIES UNDERDEVELOPMENT takes the sub- 
ject underdevelopment and foreign influences and shows both 
the need put and the possibility putting what has been gained 
from abroad the service the revolution. 

However, the film does not show what should happen 
intellectual class after the revolution, and this the film's 
weakest point politically. The New York critics saw 
the depiction sensitive intellectual and admired the way 
the film treated the alienation within changing, 
proletarian society. see Sergio committed himself, but 
the film does not say how intellectual sympathetic and 
committed revolution would implement that commitment 
action. Desnoes and Guiterrez and even the actor Corrieri have 
made personal decisions this regard, but not see any 
such decisicns within the film. (Corrieri has left acting lead 
Teatro Escambray rural areas.) Should the intellectual 
retrained after the revolution, sent into the provinces regain 
contact with the people (Mao's dictum) sent cut sugarcane? 
should intellectuals teach their skills? whom? the poor 
university students, who now consider themselves the 
teachers' peers. intellectuals join the party, what does party 
discipline mean them? Surely Desnoes and Guiterrez have 
come terms personally with the issue party discipline. 
Cubans have models revolutionary intellectuals for 
Fidel and Che have come from the intellectual class. 

intellectuals the United States find they can identify with 
this film, the question still remains: What should intellectuals 
they are sympathetic socialism? How they "join" 
the working class? According some New York reviewers 
that the film does not answer this question one its main 


saving the film from dogmatism. Cuba, the 


audience already has revolutionary mentality, the the film 
stands critique old ways thought. However, 
the United States ask whom this film serves and how, 

see from its critical reception that MEMORIES UNDERDE- 
VELOPMENT has generally been appreciated picture 

sensitive person's existential alienation contemporary Cuba. 
Within the context society accomplishing revolution, tne 
film serves political end. the United States, can co- 


opted. 


MEMORIES distributed Tricontinental Films. Also ac- 
claimed Cuba and Europe, but not available the 
Gutierrez's film comedy, DEATH BUREAUCRAT. 


Beyond the call duty 


status interrupted and reacts violently against the order ap- 
pear before the Chief Master The same scene repeats 
itself when the messenger finds Petty Officer Mulhall ironing 
his clothes. too resists being drawn out the anonymity 
the transient status into some shit detail. But the next scene 
both Petty Officers arrive, sullen but subdued, receive their 

the end the film, after the three men, Buddusky, Mu}- 
hall, and their prisoner Meadows have established friendship, 
all three again become isolated figures. Meadows jerked out 
their midst soon they enter the prison, Visibly shaken 
this, Buddusky and Mulhall can only watch helplessly 
Meadows dragged the metal stairs eight years hell 
well might not Then the two Petty Officers are 
chewed out young Marine Their years ex- 
perience, years protecting themselves from the Boss, from 
the Man, serve them They demand see the Command- 
ing Officer (who will most likely Naval officer), The 
Marine, his bluff called, relents and lets them the final 
long tracking shot Buddusky and Mulhall march step ''An- 
chors They will their separate ways: Badass 
New York and Mule Baltimore. Buddusky's last words are 
you Somehow know that the two men 
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probably won't see each other 

The isolation these rootless men accurately portray- 
ed, their overriding concern for job Even though 
Buddusky leads them the brink calamity by, for example, 


betting their travel money dart game bar starting 


fight with Marines the men's room train station, and 
Mulhall both believe that the Navy was the best thing that ever 
happened them. guess we're just two Buddusky 
says Mule the The backgrounds Mulhall, 
the southern small town Black who still supports his mother, 
Buddusky, the Polish-American whose former wife wanted him 
him repairman, and even Meadows, the poor soul 
kleptomaniac from Camden, are all suggested their brief 
visit the deteriorating neighborhood Camden see Mead- 
alcoholic mother. Despite all the problems and hassles, 
the Navy the best life all three these uneducated men can 
have. Mule, most aware, Black, the precariousness 
his life the Man's world, most concerned with security and 
constantly opposes Buddusky's wildness, his desire maintain 

THE LAST DETAIL were simply accurate description 
the lives uprooted working class men the Navy, would 
Unfortunately there more the movie than that. Although 
this film deals with working class characters and purports 
give realistic portrayal their lives, the presentation the 
three leading characters reveals the film's essentially middle 
class bias. These three men are presented limited, unedu- 
cated, lazy, prone violence, and, worst all (from the mid- 
dle class perspective), disrespectful private property. 
other words, they exhibit all the negative qualities which the 
middle class commonly assigns the working class. Maule, 
Badass, and Meadows are presented centers barely re- 
pressed anarchy; they are held check only the institution 
which feeds and clothes them and manages their lives. They 
seem volatile, unruly men who, without the restraints 
military control, don't know how behave. Buddusky starts 
brawl the men's room, all three them run through the 
station knocking people out the way, Badass runs out front 
cab stop for them, they stand around drinking 
parking lot, they practically demolish hotel The near- 
pathological nature Buddusky's violence shown various 
scenes and most forcefully the hotel room where tries 
goad Meadows and then Mule into fight and ends smashing 
lamp shade and punching the wall several times. The vicious- 
ness his attack Meadows when the latter tries escape 
iceing the cake. Mulhall, while not violent himself, only 
too willing along with Buddusky. tries throughout 
control Buddusky, but not really it. 

This film not documentary; highly selective 
presentation few episodes the lives three fictional 
characters. Director Hal Ashby grossly manipulates his aud- 
ience under the guise presenting with the much vaunted 
slice Military lifers are seldom barely 
repressed anarchy.'' They are usually quietly intent sur- 
viving, covering their asses and hoping for the next stripe. 
So, Ashby's intent not accurately describe military life, 
what then his intent? Let examine the story see what 
communicates us. Once freed from the constraints 
the military structure, the two shore patrolmen and their prison- 
develop personal relationship which causes the two shore 
patrolmen neglect their assignment. fact, they disregard 
regulations they are very well aware and provide their prison- 
numerous opportunities escape. The implications this 
plot middle class audience are plain: solidarity among mem- 
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bers the working class feared because the dissolution 
existing structures and discipline will result. The fact that 
Meadows unjustly sentenced does not undercut this implica- 
tion. its core, the only alternatives the movie posits (and 
the same could said most bourgeois cinema--see Kra- 
cauer early German cinema) are affirmation the exist- 
ing social strucutres, i.e., the status quo, however sour they 
have become, the acceptance state anarchy. Both the 
people who contributed the making the film and the vast 
majority the people who will watch share the same uncon- 
sciously held presuppositions about society. The film's effect 
exacerbate class conflict showing bourgeois society the 
face what most fears: what the working class might 
without the institutional restraints which capitalism places 
their lives. 

The latent content THE LAST DETAIL 
masked the more obvious and entertaining humorous op- 
position between anarchic Jack Nicholson (the dynamic and 
popular actor) and institutions which have become corrupt and, 
ultimately, senseless. The world civilians and officers be- 
comes the butt Nicholson's rage. His humorous anarchy 
illustrated his battles with any and all centers power. His 
verbal tirades against officers, Marines, and shit details en- 
thrall audiences who know the same kind frustration their 
everyday lives. When Nicholson tries buy Meadows his first 
beer Washington, bartender refuses serve him because 
under age. The bartender also insults Mule who viciously 
defends himself telling the bartender what can with his 
beer. Nicholson again demands that Meadows served. But 
when the bartender reaches under the bar for weapon, Nichol- 
son goes berzerk, viciously taunts the man, and finally threat- 
ens him with his gun. were imagine ourselves sitting 
near-by bar stool having quiet afternoon beer, the gravi- 
and intensity the encounter would very frightening. Yet 
the movie theater laugh because Jack Nicholson has re- 
sponded frustration the creative and forceful ways 
all like emulate. And gets away with it. 


The violence frustration which mirrors our own sense 
frustration and powerlessness has become major theme 
the American cinema. When Steve McQueen slowly walks 
around police car blowing bits with shot gun (THE 
GETAWAY), cheer because helps exorcise our own sense 
frustration. When Elliot Gould jumps the table and 
yells the pompous professors who are examining him 
(GETTING STRAIGHT), cheer again. The car chase 
through congested urban streets (another standard feature 
recent cinema) relieves our sense frustration and claus- 
trophobia over-crowded cities and suburbs. 


THE LAST DETAIL, these other movies too, 
always made perfectly clear that like Chaplin his 
films, momentarily thwarts, but never defeats, the all-powerful 
institutions. Thus the film has its proverbial cake and eats 
too. revels Nicholson's outraged attacks institutions 
without suggesting that the dissolution these institutions would 
good thing. Such suggestion, after all, would untenable 
Hollywood film and unacceptable most American audiences. 
Thus, while the movie offers momentary relief from frustration, 
the audience left with the overriding impression that life 
meaningless, concatenation unrelated activities, that any ''slice 
would inevitably reveal this 

The film's form also provides this message. Each separate 
activity cut short fragmented. The film divided into 
short sequences which exclude any really significant aspects 
experience, For example, not see Meadows have suc- 
cessful sexual only the most ludicrous and anti- 
climactic episodes are included. Consequences are also ig- 
nored, When the three men get drunk and sit around the hotel 
room, don't see Meadows get sick. only learn that 
did vomit and that will again. The film divided into small 
bits and pieces which alone are meaningless and don't add 
anything. Because most the film composed scenes 
waiting, standing around, and watching, left with sense 
the aimlessness the characters' lives, 

While the meaninglessness their lives clearly the re- 
sult their dependence alienating job for their security 
and comfort, the film makers have generalized the film order 
make stand for life general. Thus the real causes 
isolation, frustration, alienation, and meaninglessness the 
lives these men remain unexplored. The emptiness stays 
the level existential psychological problem and never 
becomes, terms the movie, what is: social 

Only once does the film touch political and social reality. 
toward the end the sailors' stay New York, they are picked 
four very ridiculous youngish who take them 
plush apartment.. Two these people question Mulhall about 


the treatment and other Blacks are receiving the Navy and 


about his attitudes toward the Navy and toward Nixon. Mulhall 
rejects these questions justly putting down these silly people 
who clearly not understand him, and his motives for joining 
and staying the Navy. carefully selecting his types and 
directing this scene, Ashby has forced agree that these 
are tiresome But only this film, which strictly 
avoids all contact with the world outside its aesthetic frontiers, 
could these questions These are, from larger 
perspective, the most important questions asked the whole 


film. THE LAST DETAIL critical Navy life, but its criti- 
cisms are purposely unspecific and apply modern life 
The Navy this film functions microcosm ora 
symbol life general. refusing deal with specific 
issues (and even denigrating those which are raised), Hal Ashby 
and his associates think they have freed themselves from any 
social responsibility, But every human act has political im- 
plications which cannot denied. ignoring the economic 
and social origins contemporary and frustration, 
these film makers have chosen support the existing irstitu- 
tions they appear 
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Francois Truffaut has over the years developed attitude 
towards his characters and creations benign that it's posi- 
tively flaccid and indifferent. Though his latest film, DAY FOR 
NIGHT (LA NUIT AMERICAINE), more complex and mature 
than such flaccid predecessors BED AND BOARD, STOLEN 
KISSES, and TWO ENGLISH GIRLS, also suffers from this in- 
difference, one made more curious since it's movie which as- 
pires passion and loving homage. And seems that 
the critical huzzahs for this sweet but spineless trifle (including 
the New York Film Critics Award for Best Picture and the Acad- 
emy Award Best Foreign Film 1973) are posited desper- 
Reviewers and critics see little value that when 
pleasant, competent little picture cult figure comes along, 
they pounce like it's fresh blue oasis dry desert 
(which, fact, is). their eagerness they forget that it's 
another pleasant but disappointing exercise talent 
whose genius had promised more. 


now everyone probably knows that DAY FOR NIGHT 
Truffaut's elegy cinema. The story deceptively simple 
(which you probably know, too): film company assembles 
studio Nice shoot movie entitled MEET They 
shoot it, they cope with personal and production problems, they 
depart. Obviously delighted with his theatrical set-piece the 
genre the circus/stage-as-metaphoric-universe already ex- 
plored Sjostrom's WHO GETS SLAPPED, Renoir's THE 
GOLDEN COACH, and Fellini's 81/2, Truffaut however spends 
his passion not the folk his story, but the world 
movies. DAY FOR NIGHT becomes foremost energetic 
cinematic rebus spackled with allusions and obvious references 
the cinema's masters, from its initial dedication the Gish 
sisters, accompanied photograph them their first 
movie, UNSEEN ENEMY (1912), through kitschy, heavy- 
handed curtsies directors such Dreyer, Hawks, Rossel- 
lini, Hitchcock, Bunuel, and films such CITIZEN KANE, 


immersed Truffaut movie iconography that after 
while all philosophizing, too, translates into cinematic terms. 
When one character, Alphonse, poses the question ''Are women 
it's directly relevant: "Is cinema magic?" Truffaut 
playfully bursts some its magic bubbles showing camera 
cranes and scaffolding, staging car crash stunt and hosing 
down the streets with suds. women 
Alphonse persists, and he's told: women-- 
yes. Movies, too. Even the film's title, DAY 
FOR NIGHT, refers lens filter used shoot evening se- 
quences during the day--a form illusion, inver- 
sion reality. 


Truffaut, revealing the moviemaking process us, at- 
tempts weave illusion demystifying, but joyous 
this concentration that intrudes and disperses our focus. 
Compounding--or causing--this the fact that there are too 
many central characters, all stars MEET PAMELA, and all 
whom the director refuses continuity close examination. 
can affectionately zero mangy cat supporting buffoon, 
but ignores Severine (Valentina Cortese), actress who 
drinks forget her age and her dying son, once the young star 
Julie (Jacqueline Bisset) appears the set. We're never told 
what caused Julie's recent nervous breakdown how she and 
her physician-husband relate one another private. Nor 
get more than brief glimpse one-time lov- 
Alexandre (Jean-Pierre Aumont) and the youthful compan- 
ion he's planning adopt, before Alexandre conveniently 
eliminated off-screen automobile accident. girl friend 
the film's director Ferrand (played Truffaut himself) ar- 
rives, but they never appear together. Only Jean-Pierre Le- 
aud's Alphonse drawn with satisfactory attention detail. 
Truffaut may attempting duplicate the random and fleeting 
intimacies (moviemaking) reality handling his actors this 
way, but succeeds only creating undeveloped shadowplays 
who tantalize but aren't explored fruition. wanted more 
these characters, reason for closing them the first 
place, yet felt the director was manipulating audiences, apply- 
ing that old vaudeville adage, leave them crying for 
the most irksome way. 


ironic that what see them indicates Truffaut's 
growth perception and interpretation, The historic referen- 
ces DAY FOR NIGHT recall his own oeuvre and comment 
that former wistful, limp romanticism. Here, for instance, 
Ferrand, the director MEET PAMELA, may the aggres- 
sive incarnation Truffaut the artist, but Alphonse first 
cousin his romantic and diffident alterego, Antoine Doinel 
STOLEN KISSFS and BED AND BOARD, even Claude 
TWO ENGLISH GIRLS. Now, however, Truffaut has less 


patience for the moony boy. Alphonse, though perhaps more 
willing physically engage women than his predecessors, 
not simply romantic, but absurdly so. When his girl runs off 
with stuntman, wanders about the hotel long white 
nightshirt, imploring the cast give him money for whore- 
house. Like Doinel, may caught the lyricism and 
possessiveness love, but his boyishness clearly souring 
into puerile (Truffaut's brilliant final comment: 
Alphonse and the camera finds him, his eye- 
brows knitted beneath crash helmet, squeezed into kiddie 
car and racing madly along the track.) 


Truffaut also seems less enamored with his heroine than 
the past. She more real and less mystery. Jacqueline 
Bisset Julie, eerily resembling Catherine 
Jade, evokes the same visual response--tenderness, protec- 
tiveness. But the madonna-frail exterior cloaks well 
adult Fresh from her breakdown, Julie first 
appears anxious woman, haughty with reporters, insecure 
with colleagues. Yet she thoughtful, slipping gold key chain 
her departing husband reassure him, and herself, her 
love. She also feels enough kindred bond toward Alphonse 
his emotional immaturity sleep with him, not out pas- 
sion but It's impulsive risk, the extent which 
clarified later when Alphonse betrays her. Yet being 
generous and womanly she exposes but another layer vul- 
One Truffaut's more modern and aware females, 
Julie, like Jeanne Moreau's Catherine JULES AND JIM, 
psychologically fragile, but her psyche and fears have been too 
particularized for her embody the unattainable Ideal 
Nor she the willfully malevolent lover; childish Alphonse and 
Moreau's Catherine have more common there. 


These characters, their unfinished, cameo-like states, 
bear the stamp mature and disciplined conception and hint 
being full-bodied protagonists they were permitted. 
Where Truffaut good, still very good indeed, and for 
change doesn't hesitate examine them for what they are, 
rather than for what some poetic ideal his more romantic 
films might have had them be. Yet here they're thwarted his 
own lack focus and his 


For Truffaut attempts too much within the 
framework DAY FOR NIGHT. Ferrand, recalling Guido 
apparently articulates the director's thoughts his 
pivotal creative and administrative role. flamboyant im- 
potent figure, though, but ''someore who's asked questions all 
the time, someone who knows the dispenses per- 
mission, advice and home psychology with the tranquility 
country doctor, but chooses remain wary outsider whose 
every observation tool future resource. Gently lis- 
tens Julie's emotional desavowal life; later plucks her 
soliloquoy from reality and gives her crucial dialogue. 
Intense, but the same time impersonal, indifferent, dis- 
associates himslef from emotional flux order maintain his 
equilibrium, even after the movie takes life its own. 
"Movies along like trains the night and people like you and 
are only happy our Ferrand tells Alphonse. And 
somehow Truffaut vocalizing Ferrand's words underscores the 


But even here Truffaut clutters and stratifies pon- 
Ferrand not the movie's lone philosopher. In- 
surance agents, producers, ponders Life before 
fading out view. Alcoholic Severine mourns, funny 
life lead. meet, work together, love. And then 


Her lament suitable here. When grasp things, the 
director pulls back changes gears, leaving with gor- 
geous and colorful pageant the moviemaking experience, but 
with half-finished, too-quickly discarded Charac- 
ters whom Truffaut, well Ferrand, seems benignly 
indifferent. 


matter. For all DAY FOR NIGHT's ultimate slightness 
and unfulfilled promise, Truffaut fans and movie buffs appear 
adore anyway. fact, what's most likable and fully-devel- 
oped about the film paradoxically its jazzy, obsessional qual- 
ity, quality rare Truffaut's work, Here his loving ardor for 
the world movies--his chitchat and theorizing, his pleasure 
the behind-the-scenes process, and his elegaic bowing the 
cinema's masters--is finally contagious the rabble -rousing 
way that show-stopping number performed grande dame 
the theatre brings nostalgic tears our homage 


like that emotion, born the crest sentiment, and genial- 
distracting from the movie's flaccid, unfinished center, 
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MARILYN TIMES FIVE 


--Chuck Kleinhans 


recently saw two film that dealt with portraits women 
victims. The contrast between them and the deeper questions 
they raised about the way certain current films try make 
social comment were striking. The first film was WANDA (1970) 
Barbara Loden, semi-commercial feature which Loden 
plays the title role. Tracing period time the life 
young woman, the familiar cinema verité style fictional 
'slice life.'' The second film was short work New Amer- 
ican Cinema veteran Bruce Connor, MARILYN TIMES FIVE 
(1968-73), which uses footage attempt discovery 
Marilyn Monroe. 


WANDA about the situation lower class woman and 
how she messed over. Wanda never smiles, except for 
wistful and pitiful twitch the corner her mouth, which quick- 
vanishes. one episode after another, she exploited 
series men. She has hope, way out her miserable 
existence. While the film seems simply record Wanda's life, 
giving solution and perspective show well 

how, WANDA has message: Wanda victim. 


Wanda never shown caring for her children, for any 
other people, even for things--she never picks flower, 
looks the sky, even cares about the weather. The only 
time there the faintest hint she actually cares about anything 
around her what happens her when she's given some 
shopping money and she buys curlers and lipstick. This vision 
near-catatonic woman uncompromising, sure, and 
therein lies the picture's claim affective power. But 
ask how Wanda's oppression might ended, the film provides 
answer. Wanda not merely oppressed, but powerless, 
totally And she has qualities that might used 
change her situation. She not even granted the guile 
prostitute formally, but only picked for the price 
beer cheap meal, have her body used, and then discarded. 
She has money love for this use, and she 
gets neither. 


Nothing see suggests that Wanda has the potential want 
love, money, beauty, warmth, anything. She moves 
through her social reality Brownian motion, with more 
control than particle. writer, director, and actress, 
Loden presents notion Wanda's character fixed. There- 
fore, recording number sequential events, full portrait 
Wanda presumably results, With this concept mind the film 
pays attention how Wanda became what she shown be, 
nor how external changes her life affect Wanda, nor how the 
character fits into larger social processes. The Wanda the 
screen all know, and from Loden's view, all need 
know. 


Loden uncompromising showing nothing positive 
about Wanda. Only when Wanda fends off rapist and escapes 
does she assert herself, but then only negative way. The 
camera angle (high above the front seat convertible), the 
actions (Wanda not very visible and when she incapacitates 
the attacker she runs off), and the rapid pace make this only 
negative self-assertion: she won't submit rape. the 
camera had shown her face during the action, how she stop- 
ped her assailant, even split moment his agony, could 
feel some sense triumph her escape and some sense 
Wanda taking her life her hands. But don't. Her victory 
robbed any significance directorial 


The film portrays Wanda's total passivity the face life, 
her lack freedom, indeed the meaninglessness the concept 
''freedom" for her, and this one the most depres- 
sing and nihilistic tilms have ever seen, 


WANDA not bad film, but severely limited one. 
This why, when came out the screening, was angry with 
it. wasn't offended the film itself--for remarkable 
accomplishing what apparently intends, and certainly deser- 
ves showing and wider audiences than has had--but because 
WANDA stands for much contemporary cinema, especially 
noncommercial cinema. The film draws American cinema 
verité documentary, and Italian neo-realism, and early Shirley 
Clarke and John Cassavetes: general story, untrained actors 
subordinate roles, use available locations and lighting, 
grainy color (blown from 16mm 35mm), sometimes im- 
provisational camera work and acting, and editing which isn't 
perfectly invisible probably because there wasn't time money 
for saving Basically this type film the cinematic 
equivalent 19th century literary The form, the 
the whole, makes WANDA completely flat 
and opaque. Thus the film maker hides her analysis behind the 
structuring the film. There complexity WANDA, only 
the recording actions and details. It's all just there see, 
recorded, and without irony. The camera does not stand apart 
from and look down Wanda victim, but sees her straight 
and follows her journalistically, faithful and impassive 
machine can be. The denial, through the film's form, am- 
biguity irony immediately noticable. you like the film, 
you naturally think the adjectives, 
And those who hold irony and ambiguity 


ema 


superior values film reject this kind cinema for being 
unrelievedly obvious. 


don't think irony and ambiguity are wonderful. More often 
than not film they are supreme cop-outs, attempting make 
shallowness look profound and masking lack thought; but 
still don't like WANDA. Right now WANDA stands mind 
for the poverty American cinema verité, because implicit 
the use cinema verité documentary and fictional narrative, 
has been the idea that you are seeing that the direc- 
tor will not tell you what believe, that you must come your 
own conclusions, that the film not manipulative. But really 
manipulative, just another level. This type film easily 
takes the surface things, takes the presented 
sufficient, and the last analysis usually accepts the world 
itis. Thereby leaves with only the conclusion that 
should, after all, just cultivate our metaphoric 


see Wanda "like us'' can only feel that indeed 
there nothing done but suffer. But oppression, even 
its most severe, most dehumanizing, does not destroy all human 
impulses. WANDA presents not with but with 
textbook pathology catatonia. The person saw the film with 
was impressed with it: that didn't pretty the situation 
women, the lower class, that rested damning in- 
dictment American society. But indictment, use the 
legal sense, means something because exists within context, 
--the judicial system--that gives meaning. WANDA shows 
only the results, and none the causes the results, and this 
its biggest failing, for offers way understand them, 
way combat them, way struggle for liberation. 
watch the film without analysis perspective our own, and 
see Wanda unlike us, can only pity her and 
outraged that she such position. 


The form the film allows propose solution the 
situation depicts. And this what most maddening about 
it. Not that tacking solution would solve things. would 
not improved having Wanda the end walk into women's 
liberation meeting and discover the warmth sisterhood; nor 
would adequately resolved she was suddenly talked into 
joining the Job Corps social she could have 
steady job instead living (and being treated as) parasite 
the next man who comes along; nor would solved 
having her meet with nice non-sexist United Mine Workers 


rank and file organizer who could show her self respect work- 


ing for change her corner Appalachia. All these new 
endings would seem especially false, because the film really 
contains implicit but disguised analysis Wanda victim. 


But victim what? The film does not seem answer. 
Thus anyone the audience can fit whatever analysis they 
The psychological: Wanda victim herself, her 
low self-image. The feminist separatist: Wanda victim 
all The socialist: Wanda victim capitalism. And 
soon. The viewers can just easily propose the solutions 
her dilemma. She needs therapy; women should live apart from 
men; need overthrow capitalism and replace with social- 
The film, having explicit open any and all 
analyses. watched it, some men near groaned recog- 
nition some Wanda's ''dumb broad'' moments. 


The covert message the film that although Wanda 
victim, nothing can done about it. She ends roadhouse, 
joylessly drinking beer group and eating hot dog--trading 
her presence for food--and the camera zooms frame her 
vacant face and freeze grainey imitation 400 BLOWS. 
The film seems sheer description that totals 
indictment. But nothing indicted, everything is: Ameri- 
can category vague enough give solutions. 
And since Wanda presented completely unable any- 
thing positive for herself, the solution must fall others... 
classic liberal The film, showing saving grace, 
inherent potential qualities for change Wanda, makes 
her the ultimate powerless 


From Loden's perspective the Wandas the world are not 
only powerless, but they are inherently incapable doing any- 
thing for themselves, themselves, except fall lower 
and lower. From beginning end, Wanda's oppression shown, 
but never her consciousness that oppression. Clearly Wanda 
cannot actively rebel against her powerlessness, but the film 
also implies she not even aware her situation. And because 
gives minimal positive human qualities--not even thinking, 
much less articulating anything; not even feeling, much less ex- 
pressing anything--it denies she has any potential whatsoever 
change. the world around her changed, the film implies, Wan- 
would still suitable only for the social scrap heap. This 
the same set ideas that underlies forced sterilization 
cut welfare spending, and host other social controi meas- 
ures. effect the film denies that women can fight sexism, 
except escaping rapists, and denies that class struggle 
exists, since Wanda cannot rise her defense. 


WANDA the cinema verité style narration has 
message its own. “neutral most manipulative 
when hides the tracks its manipulation. From that obser- 
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vation logical ask WANDA could made remade 
way that either less pessimistic less manipulative. 


Bruce Connor's film, MARILYN TIMES FIVE, explores 
the question how film's form can influence the way 
audience receives the content. takes little over minute 
footage from film purported Marilyn Monroe which 
girlie movie with Marilyn dressed only panties. Connor's 
intent, has said, was take some parts the found footage 
and rearrange them see the quintessential could 
emerge. The point was take footage with the crudest victim- 
izing woman and deconstruct find the basically human 
the images. Connor admits that the content gross that 
was and questionable his mind succeeded chang- 
ing the the given footage which Marilyn victim our 
voyeurism into something else. The film 
the scientific sense: Connor set himself project see 
could it. What came with five different re-editing 
jobs, using loop repetitions the footage chose work with, 
black leader, and Monroe singing Through with 
five times. exists the film continues Connor's interest 
portraying women and his attempts other films attack the 
manipulation humans media. 

MARILYN TIMES FIVE forces the viewer come terms 
with the raw content the footage, which unmistakably has 
sexist voyeurist appeal, see the same few hundred frames 
five, twelve, twenty times. Connor isolates through selec- 


tion and then uses repetition show the irreducibly human ele- 
ment the film. single fleeting gesture becomes the same 
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gesture twenty times and longer fleeting and thereby stands 
out from the naked body the image. Thereby Connor lets 
see those little things that can read out context formal 
rearrangement: the gesture, the smile, the pout, the way 
crossing arms and legs. Connor's new version sexist not? 
That depends the context the audience's pre- 
disposition. is, the film does not satisfy porn, which 
some achievement overcoming the given footage, but 
still acts voyeuristic film: can't totally stop watching 
the body, the torso, the legs, the breasts they are inescap- 
able. Which seems show that, Connor says, you can't 
escape the content through the form, though you can distance 

it. Connor can indicate certain things: that Marilyn Monroe 
was human being, person, not merely when 
she film which was designed make her object. 
see Marilyn victim our voyeurism, but through Connor's 
isolation and attention the particularly individual traits 
the actress, also see she more than victim, object. 
The woman MARILYN TIMES FIVE person with individual 
and human characteristics well. end, the Connor ver- 
sion homage Marilyn Monroe person, and the most 
respectful homage her that I'm familiar with. 


These two films make startling contrast their treatment 
women victims. Connor shows that any human more 
complex than mere object, while Loden says that Wanda 
only object. The moral? Film style always has message. 
Connor's experiment shows that while form cannot completely 
overcome some content, can expose the surface that con- 
tent, distance from it, and reveal unnoticed latent 
content. 


WOMEN AND FILM: RESOURCE HANDBOOK useful booklet which tells you how 
plan film festival, has list feature length films pertinent women's roles, anda 
complete listing all the films with description them and distributors for them from 
the First New York Women's Film Festival. There also listing short films 

and slide shows. Some the information below comes from this booklet. available 
from The Project the Status and Education Women, Assoc. American Colleges, 


DIRECTORY FILMS AND ABOUT WOMEN has about 400 titles indexed topic, title, 
and filmaker, including distribution information. 
History Research Center, 2325 Oak Street, Berkeley “alif 94708. 


WOMEN FILM: lists variety films categories these: films 
women directors, herstory, image women, minority women, and self-development and 
socialization. Annotation, prices, sources, bibliography. Women the Arts, Albany Area NOW, 


Cost ($5 for institutions). Women's 


The most complete BIBLIOGRAPHY ARTICLES WOMEN AND FILM well set 
essays the image women film available from The British Film Institute, Dean 


FILM COMMENT, vol Dec.1972, pp.33-45, has article about women directors 
followed extensive filmographies 150 early and present women 

THE VELVET LIGHT TRAP, Fall, 1972, ran special ‘issue Sexual Politics and Film. 
75¢ $2.50/yr. Arizona Jim Co-op, 522 State St, Apt Madison, Wisc. 53703. 

OFF OUR BACKS, feminist monthly paper, has culture section each month with detailed 
descriptions women's films, film festivals, video. valuable resource. sample. 


WOMEN AND FILM magazine includes critical studies, reviews, articles. $2/yr ($4.50 for 
institutions). 2022 Deleware St, Berkeley Calif 94709 2802 Arizona Ave, Santa Monica Calif 90404. 
TAKE ONE, vol devoted issue women and film. Single issues, Twelve 

issue $4.50. Unicorn Publishing Company, Box 1778, Station Canada. 
FILM LIBRAR¥ QUARTERLY devoted its winter 71-2 and winter 72-3 issues women and film. 
Box 348, Radio City Station, New York, 

FEMINIST LOOKS EDUCATIONAL SOFTWARE MATERIALS feminist Lois Hart's 

evaluation existing software (tapes, films, records, filmloops and transparencies). Critera 

for evaluating these elementary and secondary school materials included: the number women 

the materials, their identity, the manner which they were presented, the degree sex 


stereotyping vocational guidance materials, the portrayal the women's movement 


the past and present, and how family roles were portrayed. Hart's data are given; the nine 
companies are rank ordered, and some specific material are recommended. Everywomen's 


Center, Munson Hall, Mass, Amherst 01002. 


FEMME FILM: WOMEN AND FILM, TORONTO INTERNATIONAL FESTIVAL 1973, 
invaluable brochure with pictures and descriptions all the films and directors, along with 
distribution 50¢. Charles Street West, Toronto, Ontario M4Y IR4, Canada. 
WOMAN HOOD MEDIA: CURRENT RESOURCES ABOUT WOMEN 335 page guide 
Helen Wheeler that has six parts: women's liberation awareness inventory, human equality, 
basic book collection, non-book resources (film), sources and appendices. Available for 


$7.50 from Scarecrow Press, Metuchen, N.J. 


FEMINIST RESOURCES FOR SCHOOLS AND COLLEGES: GUIDE CURRICULUM MATERIALS 
page annotated bibliography books, pamphlets, slide shows, films and tapes. Edited 


Carol Ahlum and Jacqueline Fralley. $1.25. 


The Feminist Press, Box 334, Old Westbury, 11568. 


MS, August, 1973 issue lists two dozen films and about women, giving distribution informationand prices. 


FILMS THE WOMEN'S MOVEMENT annotated list about films, mostly shorts, 
Janice Mendenhall, Federal Women's Program Coordinator, General Services Admin., 


Washington 20405. 


NEW DAY FILMS distribution co-operative for films and about women. New address 


Box 315, Franklin Lakes, 07417. 


WOMEN MAKE MOVIES, INC., 257 West 19th St, New York, the distribution 
outlet for films made urban women the Chelsea Picture Station well for Sheila Paige's 
farce THE WOMEN'S HAPPY TIME Films available for rental purchase. 


Write for catalogue. 


THE WOMEN'S FILM CO-OP has catalogue films and about women, distributed both 
themselves and other companies. Contribution requested for catalogue. 200 Main Street, 


Northampton, Mass 


WOMEN: CHOICES AND CHALLENGES series tapes half-hour programs made 

for public broadcasting, and air the critical issues and concerns faced the 

movement for women's rights and portray women within their full range their 

Available cost groups seeking upgrade the status women. For information concerning 

the tapes, contact Director Programming, WETA-TV, Arlington Va. 22206. 

NEWSREEL, group independent filmaking and distribution organizations, has variety 

films concerning the women's movement. 322 7th Ave, 10001 Antioch Union, Yellow Springs, 
number films concerning women are available from LIFELONG LEARNING, Univ Calif, 

Extension Media Center, Berkeley Calif 94720. Free catalogue. 
WHOLE FILM CATALOGUE, FILMS, INC, 1144 Wilmette, Wilmette, 
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GENRE FILMS 


unchanging code, the advocacy methods problem solving 


based tradition and faith, the advocacy isolationism, 


the warning stay within one's station one survive-- 
all militate against progressive social change. 


order flesh out these assertions necessary 
examine each the genres some detail. The western male 
dominated code honor which prescribes his every 
action; violence lynching shooting, amorous advances, 
friendships are determined some fixed rule. One lynches 
cattle rustlers but not petty thieves--one runs them out town. 
One sleeps only with bar girls, not eastern school 
One never shoots man the back; one utterly loyal 
one's friends, defending them physically and verbally every 
possible opportunity, certain mystical point the inter- 
action between two opposing forces the western version the 
duel becomes morally acceptable both the villain and the 
know immediately when this point comes they not exist 
psychological entities apart from the code--rather, they 
embody the code. The earliest westerns afford the clearest 


expression the workings this code. these movies thehe- 


roes and villains are like chess pieces moved about depict 
the code's intricacies. great many westerns you will note 
the eerie occurrence two phrases which are far these 
movies toward positing motivation: have to. and 
"All Iknow These phrases express how the code 
provides motivation, not the person himself. Westerners act 
together absolute, unthinking accord. Westerns examine 
those aspects the code which determine the westerner's 
response situations which demand violence. The compart- 
mentalizations the code--one treats bank robbers one way 
and friends another--allow for situations which involve con- 
tradictory What happens, for example, THE 
VIRGINIAN (Victor Fleming, 1929), movie that Robert War- 
show calls when captured rustler the 
same time friend? Gary Cooper, chess piece representa- 
tion the code, caught the horns moral and social 
dilemma. Although must bow the will the other mem- 


bers the posse, for whom the situation not complicated 
(the rustler not their friend) and assist the lynching, and 
his friend exonerates him, Cooper must work within the code 
redeem himself--to rid himself guilt balancing the 

And, there single, simple solution. His friend has 
been drawn into rustling the film's real villain, Trampas. 
Cooper must wipe him out, the same time showing the 
restraint demanded the must wait for that 
mystical point time which the showdown becomes morally 


and socially right. And, Trampas, because villain and 
thus cannot act any other way, provides Cooper with sufficient 
injury and insult, and thus shot fair fight. Several violent 
actions are condoned the movie: traditionally sanctioned 
violence demanded the group (note that Cooper never ques- 
tions the lynching, only suffers because forced aban- 
don his friend); violence which brought about repeated at- 
tacks one's character (Trampas indicates that Cooper 
coward) and which redeems the violence Cooper has been forced 


his friend. These acts violence have complete social 


Only Cooper's eastern schoolmarm girlfriend fails 


VIDEO THE CROSSROADS 


condone Cooper's she has not yet been assimilated 
into western society. 


the western every man who operates solely with reference 
this strict code lives and dies redeemed. has retained his 
social and moral honor. The code provides justification; thus 
allows for guiltless existence. the other hand, 
not know ourselves when, ever, violence justifiable. 
have great difficulty forming personal code and cannot 
sure that this code will conform any way the large, im- 
personal legal code set regulate our unwieldy, decaying 
economic structure. The westerner's code once personal 
and social--if man lives both conforms social 
norms and retains his personal integrity. evident whence 
comes the satisfaction get from the western. Momentarily 
understand the peace which comes from acting accord 
with coherent moral and social code and forget our fragment- 
selves. Many critics have seen the western glorifica- 
tion traditional American individualism. the contrary, 
the western preaches integration and assimilation and absolute 
obedience the laws the land. 


The horror film deals with the conflict between rational 
scientific and traditional ways problem solving. DRACULA 
(Tod Browning, 1930), FRANKENSTEIN (James Whale, 1931), 
THE MUMMY (Karl Freund, 1932), and THE WOLFMAN (George 
Waggner, 1948), the monsters are the embodiment human 
evil, They are three dimensional representations our un- 
controllable will evil; must conquer them society 
Lawrence Talbot ignores the gypsy's warnings, 
tainted wolf bite and becomes dominated evil desires-- 
kills those cares for. Dracula, the incarnation un- 
bridled sensuality, attracts his victims, sucks them dry, and 
condemns them becoming like him. Before becoming mum- 
my, Egyptian prince has unsuccessfully pitted himself against 
the will the gods. too represents unbridled sensual ap- 
petite, the naked id. Dr. Frankenstein's poor maimed creation 
projection his own overwhelming will power and know- 
ledge beyond that granted man God. Because relies total- 
scientific means ends, becomes monster himself 
--he redeemed suffering and his complete rejection 
his heretical drive uncover the secrets life and death. 


Various groups attempt overcome the monsters. 
norant peasants" (for example, the Egyptian workers the 
Carpathian peasants), who believe the reality evil but who 
belong traditionally oppressed class, are overcome, or, 
best, live out miserable existence under the monster's sway. 
Tne masses are shown without sufficient moral strength 
overcome the monster themselves. These monsters are 
some point opposed enlightened scientist who, because 
believes only the ability science defeat social and physi- 
cal ills and rational, demonstrable means ends, disregards 
tradition and thus threatens the existing social order. Because 
refuses believe the power the irrational will evil, 
the monster annihilates him. The monster finally defeated 
member the upper class who abandons scientific training 
favor belief the traditional ways which others before him 
have overcome evil forces. Dr. Van Helsing, once realizes 
cont'd 
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--Bob Jacobson 


Video today treads very narrow path between sheer vapid- 
ity and pseudo-significance continues seek recognition, 
schools and amidst the general population, valid form 
visual expression. That few persons great artistic and so- 
cial integrity continue produce programs--pieces and proces- 
ses--that give one special thrill empathetic rush should 
not taken sign the general health video: the medium 
suffering, and not merely from the much-decried insufficien- 
equipment technical training, 

What video seems suffering from this time 
fairly adequate equipment and training pool being depleted 
would guess from descriptive writings, some ultimate 

ruth, 

This isolated problem, nor one entirely unfamil- 
iar any student film. There never enough equipment 
around, goes the litany. But the real crime that 
much bad video produced--and then shown audience, 
matter what its merits--that those involved finding and main- 


taining support for production centers are becoming more and 
more 


The saddest part this spectacle that video does possess 
very real properties with great potential for improving informa- 


tion exchange for human society. What requires right now 
pretty solid critical kick the pants. 


For those actively involved cinema, video new phe- 
nomenon fresh the scene. The first portapaks--the generic 
term for the portable video cameras and tape decks which make 
the heart the video appearing North Amer- 
ica early 1967. great gems perfection, these elec- 
tronic versions the 16mm camera came from their Japanese 
manufacturers complete with host built-in deficiencies- 
rewind capabilities, quick playback, unreliable videotape, 


short-life batteries, and, perhaps most exasperating, absolute- 
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unpredictable compatibility (usually incompatibility) among 
units. 

fact, American importers soon got used the idea 
opening every sealed unit dockside and shipping back Japan 
astounding 33% all delivered goods! 

But the Japanese eliminated most the earlier failings 
the second and third generation Two gauges video- 
tape exist today--1/4 inch and 1/2 inch--designed specifically 
for portapak use, and, except for the non-interchangeability 
the two gauges, all units operating either gauge can counted 
reasonably compatible. This has opened great 
sibilities for sophisticated electronic editing videotape, with 
American engineering contributing accessories ranging from 
picture-stabilizing ''time-base automatic editing 
decks hooked $250, 000 digital computers for completely 
error-free editing seconds. 

What are the advantages video over film? First and fore- 
most the instantaneous production recordings. There 
virtually delay between shooting and replay. This immediacy 
replay something essential and video cine- 
matic medium. Corrections shooting can made immediate- 
ly, and subjects can see themselves tape, the spot, involv- 
ing them more completely the process production, 
slightly lesser importance, the fact that video cheap com- 
pared film--the whole camera and editing set-up can had 
for about $3500, much less than good camera, anda 
half-hour tape costs about $15, compared whatever dis- 
heartening figure one can come with for similar amount 
film and lab time. 

Finally, video has interesting technical characteristics: 
completely synchronized sound (on the, same tape the visual 
image) and very forgiving vidicon tube with amazingly wide 
lighting gradient. They make video the ideal medium for the 
producer concerned with maximum amount content with the 
least amount preproduction and crew preparation. 

Video has its disadvantages. For one, video equipment 
requires constant maintenance--with exceptions. For an- 
other, there are certain abuses that the equipment cannot stand 
--like directing the camera into the glare the sun, any 
extremely bright object. Moreover, video equipment prone 
theft and difficult recover, since seem 
use the equipment themselves, rather than attempt resell 
it. 

But the biggest drawback all that video easy--easy 
use and easy abuse. Since video distribution can easily 
accomplished plugging the signal (via coaxial cable) into 
television set, cable television system, broadcasting trans- 
mitter, audiences video productions will getting larger 
and larger--especially users the ''Public Access'' channels 
expanding cable systems Canada and the U.S.--just the 
vastly increasing numbers unskilled and unthinking novices 
are turning out tidal wave less-than-satisfying video pro- 

Real thinking about video system--that is, on- 
going process organization and information transfer among 
its integral components--originated with very small number 
experimenters early 1967 and 68. These people were con- 
cerned with the concept video extension the senses, 
drawing the observations McLuhan, and with the nature 
the video system (comprised producers, subjects, equip- 
ment, and the communications among them) from the ecological 
viewpoint Gregory Bateson, the British anthropologist whose 
STEPS ECOLOGY MIND (1972) summarized the find- 
ings lifetime observation human social change. 

Gradually groups experimenters began coalesce into 
collectives dedicating the greater part their time video 
exploration. New York and San Francisco, #hen centers 
vibrant were the fitting homes the Rain- 
dance Corporation and the Media Access Center, respectively. 
first these groups were very concerned with the absolute 
nature video: Paul Ryan, for example, created landmark 
tape using feedback off monitor that displayed his image 
conversation with himself--eight times one moment! 

1970 Raindance began publishing RADICAL SOFTWARE, 

journal video newspaper format that was creative 

was sporadic appearing the newsstands. all, the most 
widely distributed issue SOFTWARE (December, 1970) was 
printed more than 5,000 copies--yet the magazine had 
remarkable effect upon its readers, creating real sense 
comraderie among the slowly growing ranks video experi- 
menters. Articles Ryan and Frank Gillette explored the 
complexities the video process, while others Michael 
Shamberg, Beryl Korot, and Ira Schneider began raise ques- 
tions about video important part the counterculture 
scene. People's Video Theater New York contributed articles 
video organizing tool among the media-illiterate, the 
poor and the racially oppressed, while Global Village 
strated some possibilities video 

foreign video community was discovered. Canada, 
George Stoney was organizing the Challenge for Change program 
for the National Film Board, using first 16mm cameras and then 
video equipment help rural Canadians--and later, city folk-- 
communicate their concerns among themselves and govern- 
ment bureaucrats. (Stoney later travelled NYU set up, with 
Red Burns, the Alternate Media Center, Americanized version 
Challenge for Change doomed harder times because its 
lack government sanction and suuport.) Amsterdam was the 
heart European video, while commercial firms Japan con- 
tinued pioneer the development ever-improving video 
tools. 

During this same flurry activity, the Media Access Cen 
ter was discovering the uses video the classroom--a live, 
exploring video totally unlike the television com- 
mon "instructional TV.!' MAC sought the liberation the 
student from the classroom; with minimum supervision, 
students were encouraged make and share tapes that they 
thought were important. 


And, Santa Cruz, Allen Fredricksen (alias Johnny Video- 
tape) was perfecting his tactics ''mau-mauing" cable television 
operators into submission those wanting cablecast their tap 
tapes the larger community. His work was complimented 
the East Coast the sophisticated Thea Sklover and Open Chan- 

Finally, 1970, Gene Youngblood's book, EXPANDED CIN- 
EMA, seemed encapsulate the dreams every video freak 
the country, with its descriptions satellite-transmitted holo- 
grams bringing alien reality, totally cinema, into 
every household. The Millenium was almost upon us. 

But the passing the Sixties, with their vitality and call for 
change, resulted series internal disruptions, most 
the video groups. Though the result was not 
end video, the diffusion these talents, the dispersion the 
collectives, caused great loss the creative energy that gave 
video its early impetus. 

"Public groups sprang vitually every signifi- 
cant community around the country, working for access local 
cable systems. Their goals were not only mere entrance the 
cable (mandated for systems operating the 100 largest mar- 
kets the FCC), but also for production centers funded cable 
operators and local communities. Their failures were legion. 

Among artists, video became quick and easy way 
make the most mundane work 

Schools were using video, but without the freewheeling spir- 
the Media Access Center. Using the most positivistic 
criteria, the educators attempted dissect the video process 
developed MAC into measurable components 
its utility the classroom, The foredoomed measure- 
ments served justify the educators' own prejudices against 
video some sort toy. 

And the original members Raindance were split into the 
Top Value Television, operating out 
San Francisco, and the Raindance Foundation, probing further 
into esocteric videoese farm upstate New York. This 
may have been the ultimate dichotomy for video, ''the activists 
versus the freaks,"' 

Today, the lines are again not firmly drawn, and great 
deal correspondance exists among the various members the 
video subculture. RADICAL SOFTWARE still operates some- 
thing video directory, though its original information-packed, 
pulp-paper format has been abandoned for slick-cover, self- 
conscious essay collection from very limited cadre meta- 
Its deterioration (with the exception few lively 
articles more concrete explorations, such that contributed 
Antioch College's Meatball) typified reliance upon some 
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video jargon that's getting years--''macro-planning, 
"natural energy patterns,'' and that has yet 
transformed into concrete goals designs for living. 

What missing all this some general theory 
literacy, some joining together rationales among 
those espousing video, those teaching video (too often cheap 
film), and those using video the community. Youngblood's 
second work, THE VIDEOSPHERE, has yet materialize and 
fill the void (though promises this year) and the final ex- 
haustion funds the various distribution and indexing organ- 
izations (most notably Video Satellite Vancouver) has resulted 
something dark pall settling over the video horizon, 

Surprisingly, video does seem the verge re- 
Indeed, new concern for video valuable tool 
for social change, has replaced more fragile aesthetic curiosity 
factor the survival and growth the medium, 

several communities, for example, the frustration over 
lack control cablecasting distribution via public access 
channels has turned outright militancy, with citizens organ- 
izing support public ownership least more effective 
regulation the cable system monopoly Allen Fred- 
ricksen's COMMUNITY HANDBOOK (Santa Cruz, 1970) has 
become their bible. 

Even healthier has been the infusion interest into groups 
not traditionally associated with visual, cinematic media-- 
minorities, urban planners, churchpersons, social scientists, 
and students from wide range backgrounds. This wider 
interest video may seem contradict earlier condem- 
nation the popularization video; the popularization then, 
however, was concentrated within the ranks aesthetic 
elite who, fact, produced the glut substandard video now 
drifting through the mails this continent. This new interest 
among non-artists something entirely new and refreshing. 

hope that this new corps ''video explorers" will adapt 
video more vigorously their concerns, with- 
out completely ignoring the valuable, now stagnant, theoriz- 
ing thse who went before. That theory now needs good 
"hi-tech" catch-phrases that once caught the imagination 
whole generation 

The technology, too, improving. NHK, the national net- 
work Japan, has developed color portapak soon 
the market, with supporting equipment the necessary high- 
quality put video almost par with film. Wall-screens 
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for reception are longer fiction, and their introduction 
the marketplace will free video (and conventional television) 
from the diminutive format imposed the small phosphor 
screen current television monitors. 

(Conventional television itself seems following after 
video: the use portable equipment and 
longer the experimental stage, will see more and more ap- 
plication commercial production. 

Finally, and most encouraging sign all, the growth 
numbers, both schools and communities, teachers able 
appreciate thesophisticated theory video and prepared 


incorporate into their experiences with students. For too 
many years video has been restricted broadcasting courses 


where has been treated poor cousin the technically 
impressive, somewhat obsolescent and content-dim television- 
studio production. 

These video instructors, recent graduates the first chao- 
tic cycle birth, death, and rebirth the medium, are learn- 
ing apply theory critical tool for the evaluation video 
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that medical science cannot save Dracula's victims, does re- 
search, finds what traditionally has been used against Dracula 
(beheading, garlic, stake through the heart), and employs 
these means. The wolfman killed silver headed cane, 
the mummy destroyed appeal the ancient Egyptian 
gods. Van Helsing makes the required return tradition with 
commitment articles faith, all those who defeat 
the evil. 


The message clear; science must not allowed re- 
place traditional values and beliefs. Otherwise, chaos will 
result humans cannot control their own evil tendencies 
those the people around them without supra-rational help. 
The social order out which these monsters spring posited 
good--it must remain unchanged. Only the benevolent dic- 
tatorship the hereditary aristocracy can these monsters 
kept bay; the existing class structure prevents chaos, Like 
the German expressionist horror films which preceeded them, 
American horror films (the first and best which appeared 
the early thirties) may seen reaction period 
economic and social upheaval--the films are, effect, plea 
back older methods coping. This solution works 
the horror film's oversimplified world. 


The science fiction film, which developed during the forties 
and fifties, may seen dramatization those fears and 
desires aroused the cold war period. however 
strange alien, has least some significant relation those 
massed hordes Communists foisted the American people 
such venomous red baiters Joseph McCarthy, Richard 
Nixon, and Billy Graham. Confronted state 
these films, there only one possible response. must use 
every scientific means our disposal destroy the invader. 


the horror film, the social order which exists pre- 
vious the coming the aliens posited good. The aliens, 
who are scientifically advanced but who lack emotions (that is, 
they not share our values), invade frightening machines. 
Often non-violent communication established between few 
scientists and the aliens. However, these scientists invariably 
learn that these beings aim take our bodies (INVASION 
THE BODY SNATCHERS, Don Siegel, 1956), assume social 
and political control (EARTH VS, THE FLYING SAUCERS, Fred 
1956), suck our blood (THE THING, Christian 
Nyby, 1951). The uneasiness Americans feel about scientific 
advance and intellectuals general evident many these 
films--often wild haired scientist willing hand over the 
country the invaders order learn more about the secrets 
the universe. either annihilated the very invaders 
has tried protect, when confronted the 
invaders' lack concern with our traditional values and social 
Usually, however, the scientists (often they are 
allied with the military) are the first recognize the extent 
the aliens' ill will and band together defeat them. Great in- 
genuity and immediate scientific advance are required win the 
fight, but the scientists discover the necessary materials the 
nick time and save the world. Although few films question 
the absolute evil the aliens (20 MILES EARTH 
USA, Nathan Juran, 1957; THE DAY THE EARTH STOOD STILL, 
Robert Wise, 1951), these films were not well received. was 
those films which gave single, unequivocal answer the prob- 
lem ''the which were the most The mes- 
sage these films was that ''the will only evil, 
matter what blandishments disguise its true intent. The only 
recourse destroy utterly. And, say these films, 
can, These films build fears intrusion and overpowering 
and thereby promote isolationism. Also, they imply that science 
good only much serves support the existing class 
structure. 


The best beginning discussion the gangster film 
Robert Warshow's description our reactions it: gang- 
ster doomed because under obligation succeed, not 
because the means employs are unlawful. the deeper 
layers the modern consciousness, all means are unlawful, 
every attempt succeed act aggression, leaving one 
alone and guilty and defenseless among enemies: one punished 
for This our intolerable dilemma: that failure 
kind death and success evil and dangerous and--ultimately 
--impossible, The effect the gangster film embody this 
dilemma the person the gangster and resolve his death. 
The dilemma resolved because his death, not ours, 
are safe; for the moment can acquiesce our failure, 
can choose (p. 133) 


The world the gangster made pyramidal hier- 
archy. Only one man can the top dog. follow single 
man makes his way the various ranks the 


productions that went forth into the world unpreviewed 
and very raw form.: Now, most courses, students must 
watch tapes before making them, must understand ethical con- 
siderations involved taking camera into any unknown environ- 
ment, and must prepared for real self-confrontation the 
field and before the monitor. 

least this seems the evolving pattern. Whether 
video ever achieves the acceptance accorded film will depend 
many factors--the educational skills its instructors, the 
neccessary technology distractions which now take 
away from content, the ability cable broadcasting access 
make distribution the product possible for large audiences, 
and appreciation the theory seeing that has grown out 
the early work the video which must come 
together for the success the 

That video here to:stay without question. The issue 
now resolved what special contributions can make 
the larger concerns mass communication and cultural evolu- 


tion, 


Frankenstein 


PUBLIC ENEMY (William Wellman, 1931), may start 
out petty thief who sells his ioot fence few steps 
higher the system. quickly graduates stealing liquor 
supplies, and finally the rank boss. Unlike Scarface and 
Little Caesar, who make all the way, Cagney undone 
his own temper and arrogance before becomes much more 
than small time. However, intrepid enough 
revenge another gang's decimation his own hierarchy, and 
killed warning others who might attempt meddle with 
the strong. These men are rebels and renegades, but only 
within the confines the existing order. They not wish 
establish different kind structure, but fight their way 
the top existing one. This pyramid microcosm 
the capitalist structure. have very ambivalent response 
the competition necessary survive our own competitive 
society. know that must defeat other people succeed 
ourselves, And because have reached any worthwhile posi- 
tion through aggression, are left vulnerable any competi- 
tor who covets our are left with the choice 
fighting with all comers, and know cannot that suc- 
cessfully forever, else failing. Warshow states, can 
exist with our own economic and social failure watch the 
gangster's death. For moment becomes acceptable sur- 
vive, even the price economic anonymity. gangster film 
would never suggest that different sort social and political 
structure might allow for more humane fact, 
the gangster film implicitly upholds capitalism making the 
gangster essentially tragic figure. The insolubility his 
problem not traced its social cause; rather the problem 
presented growing out the gangster's character. His 
tragic flaw ambition; his stature determined the degree 
which rises the hierarchy. are lead believe that 
makes choices, not that victimized the world which 
finds The gangster film retains its appeal because 
our economic structure does not change--we must commit ag- 
gressive acts survive within the confines our capitalistic 
And, Warshow implies, when see gangster 
film--be LITTLE CAESAR (Mervyn Roy, 1930) THE 
GODFATHER (Francis Ford Coppola, 1971)--we are moved not 
struggle out our class question our hierarchical 
social structure, but subside and survive. 


may trace the amazing survival and proliferation the 
genre films their function. They assist the maintenance 
the existing political The solutions these films give 
the conflicts inherent capitalism require obeisance the 
ruling class, and cause the viewer yearn for less, not greater 
freedom the face the insoluble ambiguities which surround 
him her. she encouraged cease examinin 
him/her. He/she encouraged cease examining his/her 
surroundings, and take refuge fantasy from his/her only 
real alternative--to rise against the injustices perpetrated 
the present system upon its 
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PART ONE 


This first two part article which will analyze 
the early writings the auteur critics. This part dis- 
cusses the foundations politique des 
was developed Cahiers between 1951 and 
The second part the article wiil analyze Truf- 
faut's manifesto, Certain Tendency the French 
Cinema," which appeared January, Two im- 
portant aspects auteur criticism--its attitude toward 
the American cinema and Truffaut's program for the 
revitalization the French cinema--will not dis- 
cussed here because they were developed Truf- 
faut's --the editors 


--John Hess 
INTRODUCTION 


politique des auteurs, mode film criticism, was 
developed France Eric Rohmer, Jean-Luc Godard, Jac- 
ques Rivette, and Francois Truffaut the pages Cahiers 
Cinema and Arts between 1951 and 1958. ''common 
today that their main insight and assertion was that 
great film directors were great artists auteurs word 
which, for them, was synonymous with artist) the same way 
that great novelists, poets, painters, and composers were 
artists. While true that they thought this, the narrow- 
minded acceptance this idea the most important and un- 
qualified tenet French auteur criticism (see Andrew Sarris, 
THE AMERICAN CINEMA, New York, 1968) has led incred- 
ible distortions and abject silliness the part many con- 
temporary American politique des auteurs was, 
fact, justification, couched aesthetic terms, culturally 
conservative, politically reactionary attempt remove film 
from the realm social and political concern, which the 
progressive forces the Resistance had placed all the arts 
the years immediately after the war (see Jean-Paul Sartre's 
introduction Les Temps Modernes PATHS THE PRES- 
ENT, ed. Eugen Weber, New York, 1967). 


Once break out the confines exclusively aesthetic 
concerns, quickly see that the main determinant who was 
auteur was the director's world view which expressed 
the material was working with. The auteur critics 
were united the conviction that movies should fell single 
tale. This tale begins with man woman, the social ani- 
mal, trapped state solitude morale because she 
neither touch with his her lowest human depths, nor with 
other people, nor with the spiritual dimension life. other 
words, the tale begins with character total isolation, con- 
dition which usually expressed visually the Exam- 
ples are Nicholas Ray's JOHNNY GUITAR (1954) begins 
with shots the hero his horse alone the mountains. 
Hitchcock's STRANGERS TRAIN (1951) opens with shots 
the hero's feet and lower legs. not see the character's 
face for some time; the legs leave cab, cross busy city side- 
walk, and enter train one walks with him fol- 
lows him. Rossellini's EUROPE (1952) begins with shots 
Ingrid Bergman alone empty street. All the films praised 
the auteur critics begin with the extreme physical, psycho- 
logical, and spiritual isolation the main character charac- 

the tale develops, find that under extreme, even vio- 
lent circumstances, the hero forced discover his most base 
and humiliating aspects; has reached the point which his 
relationship other people and ultimately God becomes clear 
him and the audience well. Johnny Guitar brought face 
face face with his near-pathological penchant for violence, 
condition which has always isolated him from the rest society 
and alienated him from himself. Once this discovery made, 
can begin develop; the end the film, has extended 
himself another person and the film ends with idyllic scene 
which and Vienna (the heroine) kiss while standing 
running stream, 

EUROPE the heroine forced see the meaningless- 
ness her life when her son, whom she ''too busy" pay 
attention, kills himself, She seeks new way life, first 
political activity (very short and undeveloped) and then social 
The more she extends herself the poor people the 
city, the more meaningful her life becomes, Finally, because 
her behavior embarrasses them, her family has her committed 
institution. But this time, her worldly pride and blind- 
ness God--the reasons for her earlier isolation--have dis- 
appeared and she serenely accepts her fate the knowledge that 
she state grace, Eric Rohmer described the central 
action the film: "This film has for its subject the solitude 
soul conflict with the narrow-minded incomprehension 
some and the condescending solicitude others. Through the 
traps false duties, false doctrines, false religions, and false 


science, this soul opens way charity pnd, the end 


its human failure, accedes This narrative 


movement from solitude morale, self-revelation, and, final- 
ly, salvation terms contact with others (JOHNNY 
GUITAR) terms contact with the divine (EUROPE 51) 


World View Aesthetic 


takes place all the films praised the auteur 

order understand why the auteur critics demanded 
that directors, considered artists, tell this tale and 
other, must examine their social, cultural, and aesthetic 
antecedents. Their taste narrative, or, more properly 
speaking, their view art's function the world, developed 
from their experiences during the chaotic 1940's, previous 
French film criticism, and the philosophical/religious move- 
ment called Personalism (developed Emmanuel Mounier and 
passed the auteur critics Roger Leenhardt, Amedee 
Ayfre, and Andre Bazin). result their cultural and 
social milieu, the auteur critics came value the spiritual di- 
dimension life more than participation Their 
major aesthetic principles derived from this attitude toward 
life. These principles are: 


that films should realistic possible because the more 
closely the images the screen correspond the real world, 
the more clearly the images will reveal the human being's rela- 
tion the 


that the mise scene (the composition the visual 
constructed Such way include those parts the 
real world which most directly reveal through appearance; 


that the actors must, through identification with the roles and 
through the gestures they develop express both themselves 
and the character they represent, reveal their spiritual dimen- 
sion, 


the following analysis will examine the cultural and 
political context out which auteur criticism developed, the 
genesis and application the above-mentioned aesthetic prin- 
ciples, and the auteur critics' conception how one overcame 
isolation self-revelation and achieved salvation. 


THE CULTURAL AND POLITICAL CONTEXT 


When France was liberated 1944, the French people ex- 
perienced overwhelming euphoria: there was great hope for 
France" which equality, justice, and prosperity for 
all would reign. But, the 1940's wore on, the old centers 
power--business, the Church, and the military, short, the 
bourgeoisie--reasserted themselves. 1950 not only had all 
the collaborators been forgiven, not rewarded, but the Resist- 
ance heroes were maligned and prosecuted Communists 
for their deeds during the Resistance. Under heavy pressure 
from the United States, France initiated its own brand McCar- 
thyism and was forced participate the Cold War. French 
politics moved steadily the right from 1945 1950 until all 
the representatives the working class were finally removed 
from participation the government. Considering the many 
hardships, the external pressures, the Cold War, the fear 
the Bomb, which was very intense France, and the demise 
any hope for ''New wonder that alienation, 
pessimism, and the search for some more rewarding inner 


The auteur critics came value 


spiritual dimension life more 


than participation society 


dimension life were strong among the young artists and in- 
tellectuals this decade. 

Throughout this period, the severe economic hardships, the 
constant instability succeeding French governments, and the 
colonial wars Indo-China and Algeria kept France state 


‘of turmoil. Thus the beginning the 1950's, many French 


intellectuals, desirous withdrawing from this chaotic situation, 
rejected the idea that art should socially committed. part, 
this rejection took the form venomous attacks Jean-Paul 
Sartre. also took the form radical advocacy art for 
art's sake, forceful return the standard bourgeois concep- 
tion art autonomous and out time. For example, Eric 
Rohmer praised films such Hitchcock's STRANGERS 
TRAIN, Renoir's THE RIVER (1951), and Rossellini's 
(1949) because they were ''out their time enough date less 
than others, but thereby better able express the malaise and 
hopes their time" (26, Truffaut saw Wilder's STALAG 
(1953) "apology for individualism" and asked his readers 
praise all films which show that solutions are and 
(28, -These four the story these 
critics the individual's personal salvation which 
consisted rejection social values and concerns favor 
spiritual insight. Obviously identified with these 
heroes and heroines who, effect, rejected the world--they too, 
disfranchised intellectuals, were painfully aware their own 
solitude morale. 

criticism was part series developments 
French film criticism produced Roger Leenhardt, Andre 
Bazin, Alexandre Astruc, and Jean George Leenhardt 
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and Bazin made what Eric Rohmer called the Copernican Revo- 
lution film criticism. Leenhardt, writing the 1930's, 
praised the American cinema and stressed the importance its 
realistic photographic style which, said, had its goal the 
"complete transcription reality with the minimum inter- 
Previous criticism had posited that the artistic 
dimension film lay the artist's ability mould reality 
montage and other techniques. Bazin furthered Leen- 
hardt's concern for the unity reality, time and space, and 
rejected montage favor the long take and deep focus. 
Rather than seeing the nature film art the malleability 
the visual image, they chose see crudely mechani- 
cal quality reproduction which the originality, the genius 
even, photography This conception film art 
determined the auteur critics' attitude toward realism the 
cinema and their idea mise scene. The change values 
which lay the heart the quest for Spiritual salvation could 
not, according these critics, expressed through manipu- 
lation the image and editing. The problem they concerned 
themselves with was man-in-the-world. present man his 
environment such way suggest the spiritual dimension 
existence, the most accurate possible recording the world 
front the camera was necessary. 

Personalism was loose amalgam Existentialism and 
Christianity founded Emmanuel Mounier the Many 
well-known Catholic intellectuals wrote Esprit, the journal 
Mounier founded 1932, and espoused the Personalist world 
view. Deeply disturbed the drift modern civilization and 
disgusted the role the Catholic Church was playing this 
crisis, Mounier called for spiritual revolution. Like Existen- 
tialists, rejected all philosophical theories and systems, 
denied the possibility complete and rational analysis man 
and the world, and affirmed the need for choice and activity. 
Man, believed, should take responsibility for his life. This 
choice and activity was directed toward the fullest develop- 
ment the personal the goal was the integrated, rounded 
human being who lived community with other and 
sought salvation for his soul, 

Mounier called for the establishment new civilization 
through the spiritual rebirth man, but also demanded the 
dissociation the spiritual and the his opinion, the 
most important task was the expansion man,"' 
Mounier, while often using Marxian terminology and rejecting 
capitalism economic system, turned Marx's analysis 
social relationships its head; instead the economic basis 
determining the superstructure (philosophy, religion, law, art, 
etc.), the spiritual became the prime force society. ad- 
mitted that modern society seemed determined economic 
structures, but, asserted, this was only because the spiritual 
state man was This fallen state man and 
civilization was possible because man the modern world (since 
the Renaissance) had lost his soul through perverted individual- 
ism. 

not hard see from the description above that the tale 
the auteur critics insisted finding the movies corresponds 
very Mounier's conception Man ina fallen 
state corrupt world. Hopeless things seem, man still 
has the potential break out this state first seeing his 
true condition and then extending himself other people 
God. That this set attitudes (hardly systematic philosophy) 
influenced the auteur critics becomes even more when 
realize that the three men who most influenced them--Roger 
Leenhardt, Andre Bazin, and Amedee Ayfre--were all Personal- 
ists. Leenhardt was the main film critic for Esprit the 1930's, 
Bazin helped reconstitute Esprit during the Occupation and wrote 
some his earliest criticism its pages. Amedee Ayfre, who 
practically unknown the United States, was Jesuit priest 
and close friend Bazin. became interested the movies 
when attended screenings the Cinematheque francaise, 
where Bazin and the auteur critics spent most their time. 
The aesthetic categories devised the auteur critics can, 
shall see, only explained terms this world view. 


THE AESTHETIC PRINCIPLES 


The auteur critics' attitude toward cinematic realism 
difficult ascertain because they rarely discussed 
general statement, can said that their view was 
qualified acceptance Bazin's basic concept realism, the 
emphasis which they subtly changed. Thus must first 
look Bazin's concept cinematic realism and then the 
auteur critics' slight modification Bazin preferred deep 
focus photography and the long take montage because they 
preserved the natural continuity reality rather than cutting 
and analyzing it. This was important Bazin because, 
Personalist, believed ordered but unknowable universe 
into which one peered long and hard order discover its 
essence--a God love. Thus any priori analysis reality 
the film maker tended reduce this possibility insight 
introducing abstractions, 


Orson Welles started revolutian systematically em- 
ploying depth focus that had far not been used. 
Whereas the camera lens, classically, had focused suc- 
cessively different parts the scene, the camera 
Orson Welles takes with equal sharpness the whole 
field vision contained simultaneously within the 
dramatic field. longer the editing that selects 
what see, thus giving ana significance, 
the mind the spectator which forced disgern 

the dramatic spectrum proper the 


The prior analysis the scene and the abstractions this intro- 
duces are eliminated deep focus photography. This kind 
photography puts the viewer into the same relationship the 
film his relationship reality 


The neo-realists Italy used different means achieve 
the same sense reality that find Welles' films. Bazin 
found the films Rossellini, Sica, Visconti, and Lattuada 
air documentary realism which was achieved using 
actual settings, natural lighting, non-actors, and real-life 
stories post-war Italy. 


The unit cinematic narrative PAISA not the 
abstract view reality which being 
analyzed, but the fragment concrete re- 
ality itself multiple and full ambiguity, whose 
meaning emerges only after the fact, thanks other 
imposed facts between which the mind establishes 
certain relationships. (II, 37) 


Therefore Bazin praised, the films Welles and Ros- 
sellini, the similar conception reality unanalyzable, 
unknowable, ambiguous whole. Although the film maker chooses 


Movies were, their minds, 
about the actors and actresses, 
not about fictional characters 


what the viewer will see and even stages dramatic imitations 
the world, must efface himself before the reality front 
the camera and not appear make priori analysis the 
events. The artist, according Bazin, passive recorder 
reality; reality can and will only reveal itself when carefully 
observed and not manipulated. The films Murnau were 
clear examples what Bazin was looking for the movies. 


The composition his image sense pictorial. 
adds nothing the reality, does not deform it, 
forces reveal its structural depth, bring out 
the pre-existing relations which become constitutive 
the drama. (I, 27) 


The auteur critics were basically agreement with Bazin 
Rohmer indicated when stated that perhaps because 
the cinema, all the arts imitation, the most rudimentary, 
the closest mechanical reproduction, that most likely 
capture the metaphysical essence man the world" (25, 

But Rohmer's ''man the world" introduced signifi- 
cant shift attitude. has detached man from the world, 
dissociation with which Bazin would not have agreed. Godard 
supported this view, found the cinema most religious 
arts, since values man essence things and 
reveals the soul within the Tom Milne pointed out 

his GODARD GODARD, the article 
which this statement appears attack on--or rather, 
corrective to--Andre Bazin's anti-montage theories" (p. 248). 

The individual,not the universe even the individual 
society, became the auteur critics' central concern. Bazin, 
they thought, was too concerned with things and not enough with 
people. Thus, while Bazin was more interested the mutual 
interdependence all things and the revelation the divine 
order the world, the auteur critics were concerned with the 
transcendence and salvation the individual. This shift (really 
only slight change emphasis) follows logically from two 
causes, First, the auteur critics wanted primarily make 
films and express their Own personal vision the world. They 
were, therefore, much more interested the art direction 
(an individual art) than was Bazin. They wanted study the 
works the directors they considered the best order learn 
how make their own films. Also, aspiring film makers, 
they could not accept Bazin's technical and stylistic proscrip- 
tions they wanted free use whatever technique and 
style suited the films they would make. Second, while the 
Personalists the 1930's and 1940's retained strong interest 
society and its functioning and refused detach man from 
altogether, the auteur critics abandoned society seeing 
only negative influence people. Their sole interest was 
the individual's personal destiny and salvation. Thus they cen- 
tered their attention the realistic portrayal solitude morale 
and efforts transcend this solitude through contact with others 


with God. 


While Bazin referred specifically deep focus, long take, 
and the relative merits and the auteur critics 
referred more generally mise scene, the most used and 
the least explained term appear their writings. Like the 
word the term was not new French film criticism. 
comes from the theatre and means "'to stage, 
producé, put into scene" now, 
and always was, the standard word for the stage and the film 
the auteur critics, meant the 
arrangement the physical objects, the choreography 
all movement, and the manipulation all the technical appara- 
tus (sets, lighting, camera)--in short, the composition the 
visual images. 

Jean-Luc Godard, his review Hitchcock's STRANGERS 


not terms liberty and destiny that cinemato- 
graphic mise scene measured, but the ability 
genius batten objects with constant invention, 
take nature model, infallibly driven em- 
bellish things which are insufficient--for instance, 
give late afternoon that Sunday air lassitude and 
well-being. Its goal not express but represent. 
order that the great effort representation en- 
gulfed the Baroque was necessary 
achieve inseparability camera, director and 
cameraman relation the scene represented; and 
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the problem was not--contrary Andre Malraux-- 
the way one shot succeeded another, but the 
movement the actor within the frame. (p. 24) 


Godard's definition mise scene, admittedly loose one, 
Suggests three areas inquiry. First, there the demand 
that film represent and not express. Second, Godard empha- 
sizes the genius the director and posits 
director and Third, and most important, Godard 
centers the the actor within the frame.'' Thus 
mise scene, for Godard, consisted the way presenting 
material, the relation the artist the material, and the 
functioning the actor. Godard has suggested the necessary 
areas inquiry, but will have beyond Godard order 
explain the auteur critics conception mise scene. 

When Godard Said film should represent, not express, 
was clearly referring and Supporting Bazin's demand for 
realism the cinema. The refers German Ex- 
pressionism the cinema, Eisensteinian montage, and all 
dependence pictorialism purely decorative shots and 
techniques which not add the narrative progression the 
film. Thus the auteur critics found the austerity most low 
budget films, especially American B-movies, pleasing. 
SUDDEN FEAR (David Miller, 1952), Truffaut found ''not one 
shot which was not necessary the dramatic progression" 
(21, This austerity and directness praised Godard 
and Truffaut was raised the status aesthetic law 
Rohmer. believed that "it reserved the greatest film 
makers use the most direct means expression which 
our nerves are most sensitive, whereas resorting allusion 
and ellipse, dear certain film makers, only too often the 
mark barrenness and indigence" (26, 25). 

Thus, Godard said, representation meant 
objects with constant invention," rather than manipulating ob- 
jects. understand this idea, must once again return 
Bazin. Referring depth field Renoir's films, Bazin 
stated that: 


confirms the unity actor and decor, the total inter- 
dependence everything real, from the human the 
mineral. the representation space, neces- 
sary modality this realism which postulates constant 
sensitivity the world but which opens universe 
analogies, metaphors, or, use Baudelaire's 

word another, less poetic sense, correspon- 

The most visual and most sensual film makers 
also the one who introduces the most intimately 
his characters because faithfully enamored 
their appearance, and through their appearance, 
their soul. Renoir's films acquaintances are made 
through love, and love passes through the epidermis 
the world. The suppleness, the mobility, the vital 
richness form his direction, result from the care 
and the joy takes draping his films the simple 
cloak reality. 


only careful observation the appearances things 
that their essence can The auteur critics tended 
less metaphysical, less affected the Personalism and 
phenomenology the 1930's; therefore they again shifted the 
emphasis from some kind Baudelairean correspondances 
between nature and human emotions human emotions alone 
--the movement ''the actor within the But the 
process the same--the director must examine the appearance 
order penetrate the essence, the inner life, Rohmer 
pointed this out his discussion EUROPE Rossellini 
proves the existence the woman's soul the force 
that which offers the eyes, the facial expressions, 

the attitude, the physical being the woman and those who 

Thus the auteur critics posited direct connection between 
the human body and vie interieur (inner moral and spiritual 
life), What one sees the movie screen the external mani- 
festations, the presentation, the interior life. Godard ex- 
pressed this idea directly when wrote the following about 
the cinema: “An art representation, all knows interior 
life are the precise and natural movements well-trained 
21). According Godard, ''the face not only 
part the body, the prolongation idea which one 
must capture and 28). the movies, then, the 
face (and the body) make manifest the inner life because ''there 
are, effect, spiritual storms, troubles the heart 
which remain unmarked physical causes, rush blood 
the brain, nervous weakness, whose intensity would not 


Over and over again 
they concentrate the moment when 
one stares into the abyss 


lessened frequent-comings and goings" 28). The inner 
life either affected physical activity effects changes 
it. Either Godard said about the movies, only 
careful attention the physical gestures and movements the 
actors that the film maker can reveal the inner life, the mark 
all directors who were considered order nar- 
rate the tale transcendence and the achievement 
personal salvation, way present the inner life had 
found, The realistic presentation actions and 
moments was that way. Rohmer states: not the secret 
Renoir's mise scene less the technical perfection direc- 
tion the choice situations which the camera best 
accommodates 64). the presentation 


actions and moments and valuing the telling one 
tale represents shift from Bazin's conception the film 
maker passive, self-effacing observer the auteur critics' 
concept the director previously stated, 
Godard emphasized the genius the director and the 
the camera and the Thus the director be- 
comes the camera which records his perceptions: mise scene 
the director's own individual way looking things. 
through the mise scene that the director expresses himself. 

Auteur criticism was, fact, very complicated way 
something very simple. These critics wanted see their 
own perception the world the screen: the individual 
trapped solitude morale and can escape from it--transcend 
it--if come their condition and then extend 
themselves others and God. Whenever the auteur critics 
saw this tale the screen, they called its creator auteur, 

first might seem odd consider acting part mise 
scene; one tends see acting one more the many as- 
pects film making with directing, writing, camera work, 
and forth. But the auteur critics considered acting and par- 
ticularly the direction acting one the most important as- 
pects the director's job. fact they even made the title 
directeur d'acteurs indicate director, such Elia Kazan, 
was eSpecially noteworthy for his work with actors. 
conventional film acting, borrowed primarily from the theatre, 
the auteur critics saw just one more aspect the conventional 
cinema which they deplored. They sought new method 
acting which would express the story they wanted see the 
movie screen, form acting which would express the existen- 
tial isolation the indivdual. This they found the acting 
Renoir elicited from his actors and Stanislavski's 
which was brought into film acting Elia Kazan the 
Like the auteur critics, Stanislavski believed that ''there 
unbreakable bond between the action the stage and the 
thing which precipitated it. other words, there com- 
plete between the physical and the spiritual being 
role, 

This conception acting necessitated very close identity 
between the actor actress and the role being played. fact 
the vie interieur the actor actress became important 
the Supposed inner life the character, Thus Truffaut praised 
Gloria Grahame for her acting SUDDEN FEAR (1952): 
seems that all the American stars Gloria Grahame the 
only one who also person her own right. She maintains 
from one film anotner physical mannerisms which show 
creative acting for which one vainly waits from French actres- 
(21, 62). Truffaut praised Ms. Grahame for her own 
personality and her ability present the for 
the ability she may may not have had, act role any 
conventional Actresses and actors must free themselves 
freed the director from the written dialogue--the most 
concrete presentation the prescribed role. Truffaut com- 
plained, for example, that the acting Ava Gardner and Susan 
Hayward Henry King's THE SNOWS KILAMANJARO 
(1952) "limits itself too much underlining the competent dia- 
logue Casey Robinson" (23, 59). 

Why, might want ask, did the auteur critics want the 
players act their own lives and express their own personali- 
ties and feelings? For one thing, doing this, Stanislavski 
wrote, the actor will create more believable, true character- 
ization, one which will create great empathy the audience. 
can understand part, sympathize with the person por- 
trayed, and put yourself his place, that you will act 
will arouse feelings the actor that are analogous 
those required for the part. Those feelings will belong, not 
the person created the author the play, but the actor 

has always been the command the film 
makers. the Kuleshov experiments with the neutral close-up 
actress' face showed, the less acting the better. But the 
auteur critics went beyond this: movies were, their minds, 
about the actors and actresses, rather than about fictional char- 
acters. was the personality James Dean, Gloria Gra- 
hame, Anna Magnani, Ingrid Bergman which was the 
subject film. They conceived the actor-character 
being trapped state solitude morale. The director had 
break through this solitude and push the actor actress his 
her limit until new insights were achieved, insights which 
would lead salvation. 


THE TALE ITSELF 


have examined the political and cultural context 
politique des auteurs; have also discussed realism, mise 
scene, and acting--the auteur critics' chief aesthetic concerns. 

this related the Simple tale--the narrative move- 
ment from solitude morale, self-revelation, salvation-- 
which these critics insisted upon seeing the movies. Finally, 
will look the details this tale. fact, could say 
that these critics' aesthetic concerns--realism, mise scene, 
and acting--had with how director presented vie 
interieur 


Jean Renoir's THE DIARY CHAMBERMAID (1946) was 


the only film, Eric Rohmer claimed, uncovers for 


clearly, without the help any commentary other artifice, 
those sorts sentiments which one loves hide most deeply 
within oneself--not only repressed humiliation, but the disgust 
the lassitude which one feels for oneself--that the audacity 
such subject can appear only after some reflection" (8, 39). 
seems from this that the auteur critics had very definite idea 
what the inner life contained and what aspects its con- 
tents were most important. Jacques Rivette saw mise scene 
not a.language but weapon which probed the heart and 
soul the characters order drive out their most ignored 
truths" (26, These critics were not interested the 
conventional psychological inner workings typical the usual 
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stage play novel; they were search special 

The auteur critics sought the illumination the screen 
privileged moment when all barriers the expression long 
forgotten repressed feelings came They looked for 
that instant when person's strongest, deepest, most secret 
emotions burst through, freeing that person from uncom- 
fortable solitude which had intensified the moment 
paroxism. the films Howard Hawks, Jacques Rivette found 
preoccupation with which man's 
reason and intelligence were constantly assaulted the 
the subhuman, the Rivette went say that 
than infantilism, beastialization, and degeneration the fascina- 
tion which they exercise the intelligence" (23, 17). The 
human soul, the inner life, pushed extreme intensity 
feeling, the edge the emotional abyss. Especially the 
close-up shot, "the spirit solicited constant giddiness 
and what giddiness not fear, condemnation, and 
fascination all (23, 18). 

Over and over again find these critics concentrating 
the moment vertige (giddiness) and paroxisme, the ability 
the director the actor bout (all the way), 
the moment when one stares into the abyss, the moment, 
short, when one stares into one's own vie interieur and sees 
oneself revealed human, all too human. The presentation 
this moment illumination lucidity was, for the auteur critics 
critics, the key greatness cinematic art. And the ability 
transfer this moment the audience, make the audi- 
ence's paroxism too was the final important step. 
Rivette, for example, found that Hitchcock wanted hold the 
viewer state instability and insecurity the 
frontier where the last redoubts the person struggle, but 
where the only significant victory (26, 50). For 
only this extreme situation when the human spirit 
tested never before that true human worth can revealed, 
that the human being can see and understand the nature his 
her solitude and give for love for God. 

This vertiginous moment was important for two reasons. 

the one hand most accurately portrayed the condition 
modern people who must exist alone and without gods the 
inhuman, post-war industrial society. the other hand, 
the precondition for human transcendence through love and/or 
the true moment illumination which must 
precede any slavation. This image the human dondition cor- 
responds the Personalist conception. are alone and 
abandoned essentially meaningless universe (or least 

meaningless society), but can, nonetheless, experience 


salvation through contact with the other and with the divine. 
The lonely struggle achieve some clarity, some hold 
rational life, some inner sense security dominates us. 
Nicholas Ray's THE LUSTY MEN (1952), Jacques Rivette 
claimed that true struggle takes place lone individual 
against the interior demon violence more secret sin, 
which seems bound man and his solitude .(26, 
50). 

Eric Rohmer wrote that Rossellini's EUROPE and Re- 
noir's THE GOLDEN COACH (1952) were both admirable 
song the theme solitude morale" (25, p.44). several 
other films the same period, Rohmer found the presentation 
the solitude ''of the exceptional person" (26, 20). Thus the 
subject the great films was seen the lonely struggle the 
exceptional indivdual and, have seen this struggle had 
distinctly religious Rivette compared Hitchcock's 
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WOMEN AND THEIR SEXUALITY THE NEW FILM 
Joan Mellen. New York: Horizon Press, 1973. $4.95 
(paper). 


WOMEN AND THEIR SEXUALITY THE NEW FILM 
sists mainly analyses films film reviews Joan Mellen 
previously published elsewhere and expanded upon here. Asa 
treatment women film, the book problematic two ways. 
First all, Mellen often brings limited critical-aesthetic 
methodology bear the films she mentions, although not al- 
ways, for she her best when she discusses one film 
length. However, she often reacts women characters 
scriptwriters they were people she disliked disagreed 
with, and she has little perspective fantasy and humorous 
elements cinema, especially such films WR: Mysteries 
the Organism The Heartbreak Kid. Secondly, seems 
Mellen has not terms with analyses sexual politics 
the women's movement--in spite what the title her book 
promises. the introduction she presents certain socialist 
concepts explain the distortion women's image film, but 
she elaborates neitaer the social nor the aesthetic mechanisms 
that would explain how certain images get into film, how they 
work within the film and how they affect audiences. Readers 
need such explanation develop their own analysis the way 
women's images work contemporary films, analysis which 
they can apply films not reviewed this book. 

terms her methodology and the concepts she develops, 
Mellen her best when she analyzes one film depth--Last 
Tango Paris, WR, Tristana, the Sandbox--for then 
considers more the visual aspect the film and relies less 
plot summary and character analysis, which her principle 
methodology other example Mellen's excel- 
lence reviewing single films length, particularly European 
films, her chapter Bunuel's Tristana. this essay Mellen 


CONFESS (1952) with the Catholic confessional which the 
guilty person, the remission sins, totally 
discharged them and obliges, necessary, his confessor 
take them himself and expiate them his 
(26, 50). Foremost, then, the need the individual (and 
each viewer well) plunge into his her vie interieur and 
reveal the deepest secrets and sins buried thre order 

free them. 

These lonely moral and spiritual struggles are the cen- 
ter the films considered important the auteur critics. 
auteur, therefore, the director who most convincingly and 
most directly presents the fullness this struggle the most 
visual means possible: the human gestures and movements 
the screen, the composition the visual images--in short, the 
mise scene. she must efficaciously and with technical 
competence present and involve the audience this existen- 
tial struggle for reason, for human contact, and for salvation. 
This view people the essence auteur criticism the aes- 
thetic construct erected above this basic world view 
elaborate justification and rationalization this very limited 
view what film can and should do. examination auteur 
criticism England and the United States would reveal the same 
reactionary stance toward the world and the same limited view 
art. 


Cinema, no. (July, 1953), All further 
citations from the Cahiers articles will indicated the 
text issue number and page. Alltranslationsby Judith Hess 
and myself. Quotes from Godard and Bazin will noted 
separately. 


Ecole Esprit, no. (March, 1936), 


elaborate the meaning mise scene below, particularly 
how the term was used the auteur critics. should noted 
that although borrowed from the the same term 
English, and particularly the U.S., has come mean only 
set and lighting. Throughout this article use the term its 
original and much broader sense 


Rohmer, Arts, no. 706 (Jan., 1959). 


Revolution personaliste communautaire, Paris, 1935 


What Cinema?, tr. Hugh Gray, Berkeley, 1971, Vol. 

28, further citations from Bazin will indicated 
the text volume and page numbers the English edition. 


Godard Godard, New York, 1972, 26. All further 
quotes from Godard will indicated page number. 


Renoir, New York, 1973, 90. 


Actor's Handbook, New York, 1963, 


Ibid, 16, 


hose Heroines? 


discusses the circular structure the imagery, Tristana's total 
social dependence her guardian Don Lope patriarchal Spain 
and the psychological consequences her being molded him. 
the end the film, Mellen notes, Tristana responds the 
dying Don Lope the manner has taught The value 
Mellen's analysis here lies the way she relates the psychologi- 
cal the social, always referring back the imagery the film 
make her point. Thus, she economically presents observations 
such as, ''Tristana left the house (Spain) Don Lope with 
new values heal and revitalize her internal and external 

Drawing upon her background teacher literature, Mel- 
len compares adaptations from literature film. She discusses 
Thomas Mann and Luchino Visconti's Death Venice and 
Lawrence and Mark Rydell's The Fox. However, both these 
cases, often happens with comparisons literary and cine- 
matic works, the film judged not matching literature, 
either lacking intellectual scope not carrying out the spirit 
and/or subtlety the original. particular, Mellen does not 
discuss how cinematic narrative functions. her chapter 
The Fox Mellen does discuss cinematic metaphors and the ex- 
pressive power visual medium, but she still holds the 
original novel standard against which judge the film. 

The most disappointing part the book the 

postulates thesis that the best films the past five years 
from the establishment bourgeois cinema are those which show 
how social institutions shape human sexuality and 
Mellen states that institutions, the institutions 
woman's This interesting and con- 
troversial thesis, but Mellen takes given and does not 

rove it. Because the book relies almost totally film reviews 
--often plot summaries films--the relation between class 
oppression, sexual oppression, sex-role socialization, bourgeois 
ideological hegemony, and the materialization male fantasies 
cinema never elaborated. The reader WOMEN AND 
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THEIR SEXUALITY THE NEW FILM not given any theoreti- 


cal and analytical tools discover for her/himself how 
institutions shape human sexuality and films the 
world, addition, the light five years discussion the 
independent women's movement the subject sexual politics, 
Mellen's assertion that social institutions cause sexism con- 
troversial one. Since she has relied primarily textual anal- 
ysis films way approaching the subject sexual politics 
one would think Mellen would have acknowledged both the method- 
ology and theconclusions Kate Millet, who analyzed literary 
works angry, feminist and scholarly way. 

Feature films not treat women's sexuality directly but 
through narrative structure, fragments characters, certain 
visua -social milieus, certain vocabulary, and certain tone, 
Within the variety feature films, each narrative work presents 
some aspect sexual politics unique way. Ifa critic 
wishes relate the fictional-filmic treatment women's sex- 
uality and oppression social, sexual, institutional, political, 
economic, etc., practices outside that fictional world, that 
critic should maintain distinction between the fictional treat- 
ment the subject and the mechanisms and bases oppression 
the social milieu. Although all fictions are obviously related 
their social milieu, there are when real 
socio-economic issue treated fictional way. The critic 
should able describe and relate each other both issues 
sexual politics encountered one's daily life and the social 
and economic mechanisms the world beyond that the film, 
well the mechanisms fictional movie. The critic 
should note how the film selects, arranges, and thus emphasizes 
certain details the expense others. Kate Millett treated the 
issue women's Sexuality literature this way SEXUAL 
POLITICS, for she discussed vocabulary, aspects character 
presented and not presented, tone, what was included and exclud- 
the plot, the same time that she discussed the author's 
relation his cultural and economic milieu, and her own theses 
about sexual politics. Mellen, however, expresses her anger 
scriptwriters, directors, and characters--mostly women char- 
acters--in blanket statements that often miss the subtlety what 
writes about Bergman's men and Berman's women absolute 
terms, saying that Bergman's are chained bodies 
which leave them little freedom opportunity transcend the 
juices, demonic drives, and subordination peculiar their 
subsequent series adjectives, Mellen inserts 
her vision what women characters should film, for Berg- 
man, she says, those filmmakers most hostile 
vision women free, creative, autonomous, self-sufficient, 
productive, satisfied, or, indeed, 

this point that object the discussion women's 
sexuality this book both from feminist and socialist per- 
spective. Mellen rejects women characters that she finds 
Chloe Rohmer's Chloe the Afternoon 
with shaggy, unwahsed hair falling inher eyes. Her 
complexion sallow and unaided make-up. Her sloppiness 
intensified decrepit raincoat without other 
words, Mellen rejects not only bohemianism, but the life style 
vast number women who have rebelled against make-up, 


and the neat, look bourgeois, 
media-influenced, sexist vision what woman should 
the same way, Mellen ends the chapter the 
Movies''--a sympathetic and informative treatment the subject 
--with judgement women's appearance: the exception 
Anna Quadri The Conformist, not one the mature les- 
bians depicted the screen could called beautiful, even 
attractive, although means are they all stereotyped 
like Sister George.'' use pejorative, 
end chapter sympathetic lesbians. Admittedly Bertolucci's 
treatment lesbianism has gem-like beauty the midst 
the dark mise-en-scene The Conformist, but can't Mellen im- 
agine the potential value film about those whom she 
would dismiss dykes? 

Mellen also dismisses the women characters films script- 
directed women. She calls Lila The Heartbreak Kid 
gross that her body and its carriage are used May re- 
volt Each woman Kate Millet's Three Lives, Mellen 
says, herself confused, empty, middle Class wo- 
man lacking the resiliance locate meaningful role even with- 
her social And Alex Sunday, Bloody Sunday 
supposed reveal ''a mind full confusion and self and 
the chaos her life because when she goes out mind her 
friends' children, she sink full dirty dishes, frag- 
ments food everywhere, spilled ashtray with butts and ashes 
smack the center the carpet.'' Bohemian house, disdain 
for housekeeping, surely does not indicate confused mind and 
chaotic life. That sexist critical judgement brought 
bear woman character. 

her discussion the Sandbox, Mellen sees how narrow 
the life woman within bourgeois nuclear family is, but 
Mellen's judgements beauty and life style seem made 
within the same frame reference that which she condemns-- 
bourgeois cultural She analyzes Last Tango Paris in- 
film which shows inability even pure sex 
rescue from bondage the family and its lifelong hold 
our but her discussion the sexual acts 
that film and the other films, she never once mentions what 
pure sex for women and what not seen film--that is, 
clitoral Certainly discussion the social mores 
shaping the presentation eroticism and erotic beauty films, 
especially terms the visual imagery those films, some- 
thing would expect from book with the title WOMEN AND 
THEIR SEXUALITY THE NEW but not get this. 

especially interested the way which women receive media 
images themselves sexual beings, yet the book does not 
into film-audience 

Mellen admires some films which present portrait so- 
cially and psychologically accurate pictures bourgeois social 
and sexual relations. Yet she criticiszes many more films be- 
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cause the women characters are emotionally socially inade- 
quate. She wants women characters intelligent, indepen- 
dent, warm, even which qualities fall well 
within the bourgeois mode. woman can all these things, 
making her own, and challenge the power structure. 
The question not what kind female model want but what 
kind society want. Such qualities talent, wit, indepen- 
dence, and beauty are those esteemed already the bourgeois 
world. Intelligence and independence? But what about solidarity 
with other women? Mellen does not explore the sexism inherent 
the depiction women's emotional fulfillment cinema and 
through sex. not only intellectual fulfillment but also 
isolation and economic inferiority and dependence that have 
driven women stake much satisfying sexual relation- 
ship. One would hope that both socialist and feminist, 
Mellen would examine the devestating effects isolation has 

woman's sexuality, forcing her make demands sexual 
relationships that they cannot bear. not just want see 
intelligent and independent women films, who are also warm 
and emotionally fulfilled and who made themselves, but 
rather ones who recognize that their strength comes from as- 
sociation with other women. Although Mellen tries establish 

socialist perspective with which judge these bourgeois 

films, she does not use that perspective vision what 
women could be--out isolation and constructive relation 

society. 

The title Mellen's introductory chapter Bourgeois 
Woman: Disturbance and the title refers 
obvious point: spite the women's movement, the image 
women commercial feature films has nnot changed for the 
better, has not been revolutionized, but fact has 
ed. However, there ''disturbance Mellen 
should show greater detail how that image changes time, 
from film film, within the various countries treated, and 
how changes film images are related specific audience's 


historical situation. For example, Mellen criticizes Chinese 
films which give picture strong women ''because there are 
people per presented here. Psychology has given way 
in-depth psychological portrait prerequisite 
for good film, anti-sexist film? Are there other aes- 
thetic possibilities? particular, Mellen gives infor- 
mation the function such films China, the relation 
the film its audience, its reception, the relation 
film other mass arts, such popular theater, China. 

times Mellen generalizes about cinema, the contempo- 
rary cinema, world cinema, essentialist way. Other 
times she generalizes about cinema countries 
way that sounds like propaganda from the cold-war 
Thus she writes, ''The cinema countries which cultural 
freedom feared and denied cannot readily accomodate the 
threat implicit representing the experience being 
When Mellen writes about specific films 
political themes such WR, Burn, and The Confession, 
she discusses the politics the films detail, but the in- 
troduction this book, where the relation sexual politics 
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radical political analysis must worked out detail, 
crucial theoretical discussion missing. Mellen asserts that 
few filmmakers are explore either male female 
sexuality relation the decadence the corrupt social or- 
der which they their characters but she does not 
prove that are decadent social order. She presents 
fiat two other and similar theses: sexuality, 
comprehended, must seen social decadence, 
mediated through layers there are fewer 
films about strong and independent women today than there were 
were the attributable the United States capi- 
talism moral These theses, which collapse analy- 
into value judgement, would take whole book work out, 
but they are just plantedhere and then 

The book suffers from its format Mellen relies 
mainly film reviews, and reader likes film which Mel- 
len heavily criticizes, many her points about sexuality and 


society are lost. addition, Mellen overuses pejorative ad- 
One can show that film presents poor image 
women describing and analyzing what that film does and does 
not contain. Pejoratives are not necessary. The title the 
book particular seems represent effort tie together 
articles which had appeared elsewhere and present these 
articles the public under rubric current inierest. The 
introductory essay does not provide adequate theoretical 
framework within which work out what was promised the 
title. Joan Mellen has achieved great deal radical schol- 
ar. Her attainment university professorship the basis 

derstandable that publisher would rather publish book with 
the title WOMEN AND THEIR SEXUALITY THE NEW FiLM, 
but better book would have been number these articles plus 
others published THE RADICAL FILM CRITICISM JOAN 


HOLLYWOOD, THE BLACKLIST, AND THE COLD WAR 


--Peter Biskind 


REPORT BLACKLISTING, John Cogley, Reprinted 
Arno Press, 1972. 


THIRTY YEARS TREASON, Eric Bentley, Viking, 1971. 


JOURNAL THE PLAGUE YEARS, Stefan Kanfer, Athene- 
um, 1973. 


The Hollywood Ten and their brethren who were blacklisted 
the 50's were victims witch-hunt conducted the cor- 
porate establishment and its allies the right. Its purpose was 
eliminate remnants the New Deal who might have been ex- 
pected quarrel with their solution America's post-war 
economic and political problems. These problems centered 
around two related areas: first, how best, without incurring 
the undesirable social fall-out New Deal-type programs, 
maintain full employment and avoid economic collapse after 
the temporary stimulus the Second World War had ended; 
second, how best implement and consolidate America's new 
military and economic preponderance the world scene. The 
Cold War was the answer both problems. wedding the 
nation permanent peace-time war economy, and directing 
the power generated therefrom allegedly implacable ex- 
ternal foe, the Soviet Union, the twin goals prosperity and 
power might achieved. 


The anti-Communist ideology constructed rationalize 
this policy, required its liberal adherents that they regard 
the corporate establishment vital center, besieged 
potent enemies the right and left, McCarthy the one 
hand, and the Rosenbergs the other. Although there was 
element truth this view (there may have been few genuine 
spies around, and certainly the right wing exploited anti-Com- 
munism for its own narrow and partisan ends), was essential- 
This portrait the CPUSA--long bereft any gen- 
uine radical perspective, and certainly not engaged wide- 
scale espionage--was absurd; the battles with the right were 
mock which there was more smoke than fire, and 
which served primarily obscure the true nature power 
post-war America. 


was one the major contributions early New Left theo- 
rists see through this charade, and identify the real enemy, 
invisible because was everywhere: the broad, bipartisan co- 
alition politicians and corporate interests whom 
themselves created the Cold War consensus, and dictated Ameri- 
can policy home and abroad. the editors Studies 
the Left wrote 1962, the right feel that more stringent 
are needed defeat the devil, but they did not con- 
coct the cold war; nor did they originate the concept that the 
forces justice must triumph against perish 
--that idea goes back Woodrow Wilson. Their attitude 
this respect not essentially incompatible with that such 
liberals Rockefeller, Kennedy, Rusk, Stevenson, Rostow, 
Berle, and their corporate (3:1, 1962, 5). 


Although the red scare did sound responsive chord for 
many elements American society, was primarily top- 
down affair engineered, Senator Vandenberg suggested, 
"scare the hell out the American 
Stone took note series United States Chamber Com- 
merce reports (The Chamber Commerce 
represented not the so-called right, but ''responsible" 
corporations like General Motors and Standard Oil New Jer- 
sey.) read the five reports Communism which the 
Chamber Commerce issued since 1946,'' wrote Stone, 


see that behind the antics Congressional witch- 
hunters, responsible businessmen have been working 

intelligent and organized fashion. The 1946 report 
suggested the loyalty purge government and in- 
vestigation Communist influence Hollywood, year 
before the President issued his executive order for the 
discharge disloyal employees and year before the 
House Un-American Committee launched its Hollywood 
inquiry. The 1948 report called for action bar 
Communists teachers, librarians, social workers, 
and book reviewers. (THE TRUMAN ERA, 
Stone, 1973, 


Stone's perceptions were course dismissed the time the 
ravings and the New Left analysis has yet 
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penetrate the labyrinth wilfull self-deception with which the 
liberals protect their myth the Cold War, myth which con- 
tinues provide the framework for studies the witch-hunt. 
All the books under review reflect one degree another. 


The liberal cold warriors the 50's were only too pleased 
adopt the corporate establishment's view itself, and di- 
rected most their energy against their Stalinist foes. When 
they did turn their attention the right, they were inclined 
view the witch-hunt regrettable excess extremists who 
intimidated the benevolent center with formidable apparatus 
composed the Hearst press, neanderthal businessmen, tradi- 
tional reactionary groups like the American Legion, and dema- 
gogic politicians. This apparatus, they felt sure, was solidly 
based firm xenophobic, neo-populist foundation among the 
benighted masses America, from whom nothing better could 
expected. This reading contemporary reality was 
sed such studies the American past Richard Hofstad- 
ter's THE AGE REFORM which employed then fashionable 
categories social psychology lay the blame for the red 
scare, implication, the feet workers and farmers, and 
obscure its relationship the imperatives domestic cor- 
porate interests, 


The witch-hunt, meanwhile, proceeded logical and or- 
derly fashion isolate the from its liberal allies, First 
destroyed the CP's base the unions, and then turned the 
intellectuals and professionals the opinion industries, schools, 
and The purges were helped along such traumas 


The Kid 


Writer: Ring Lardner Jr. Lardner, who 
won Academy Award 1942 for 
his script Woman the Year, 
recently returned the limelight with 
his brilliant screen play for 
One the original Hollywood Ten, 
was blacklisted and did not receive 
screen credit after 1949 until The Cin- 
cinnati Kid 1965. adapted Richard 
Jessup’s novel for Sam Peckinpah but 
when Peckinpah was replaced Nor- 
Terry Southern was 
brought revisions the script 
and received second screen credit. The 
film concerns super-poker game be- 
tween gamblers Steve McQueen and 
Edward Robinson. U.S.A. 1965 Dir 
Norman Jewison. With Ann-Margret, Karl 


Action the North Atlantic 


Writer: John Howard Lawson. Lawson, 
one the Hollywood Ten who served 
jail sentence addition being black- 
listed, wrote number excellent 
patriotic action films including Algiers 
and Sahara though his most controver- 
sial film was the 1938 Blockade, the 
only Hollywood film deal with the 
Spanish War. has not returned 
filmwriting but has become teacher. 
Action the North 
Humphrey Bogart tough seaman 
tribute the merchant marine 
during World War probably pos- 
world peace the film. U.S.A. 1943 
Dir Lloyd Bacon. With Raymond Massey, 
Ruth Gordon, Alan Hale. 


The Naked City 


Writer: Albert Maltz. Maltz, one the 
Hollywood Ten who spent year jail 
for refusing answer questions the 
House Un-American Activities Commit- 
tee well being blacklisted, wrote 
such notable forties films Cloak and 
Dagger, Destination Tokyo and This 
Gun For Hire. had enormous diffi- 
culty again getting official screen 
credits but achieved notably with Two 
Mules for Sister Sara. His The Naked 
City was one the key late 40’s films 
the use real locations, realistic 
police story shot New York about the 
hunt for the brutal murderer -of young 
The director the film, Jules 
Dassin, was also subsequently. black- 
listed. U.S.A. 1948 With Barry Fitz- 


Selection from National Film Theatre (London) program 
booklet describing the NFT and the 
retrospective series, May-June, 1972. 
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the Jan Masaryk Czechoslovakia, the Korean 
War, which seemed offer positive proof aggressive Soviet 
designs, and, domestically, the fiasco the Wallace cam- 
paign, the Hiss trial, and the Rosenberg the time 
McCarthy arrived the scene, could draw vast reser- 
voir carefully nurtured public opinion, and extensive net- 
work organizations all walks life flog the Democrats 


with lash their own making. 
ince the liberals could not criticize the anti-Communist ex- 
McCarthy and the right without undermining their 
own Cold War edifice, constructed with much care and 


love, they were reduced nit-picking reservations about the 
methods employed ferreting out Communist The 
objects the witch-hunt were characteristically respon- 
sible for their own plight. the more imaginative observers, 
they were dangerous the more sophisticated, 
they were merely pathetic victims, almost beneath notice. 


The Hollywood Ten were case the latter. They never, 
was said, had much talent the first place. Billy Wilder 
was widely quoted saying that the Unfriendly 10, only two 
had any talent; the other eight were just Richard 
Rovere ridiculed them, 1952, for preferring Whittier and 
Sandberg Rimbaud and Pound. cultural tone they set 
the thirties was deplorable, wrote Rovere, was 
metallic and strident. Communist culture was not 
was cheap and vulgar and Murray Kempton, 
often quoted remark from his influential 1955 examination the 
30's, PART OUR TIME, said that ''They were entombed, 
most them, not for being true themselves, but for sitting 
too long with their own press 


The main thrust Kempton's argument was that the Holly- 
wood left had simply sold out. hdd been seduced the blan- 
dishments the old whore Hollywood, and its left politics which 
had never enjoyed more than romote relation reality, be- 
came more than empty gesture. This assessment estab- 
lished frame reference which liberal writers the 50's 
would examine the history the Hollywood left for the remain- 
der the decade. lesser hands, Kempton's irony and acute 
sense loss became vulgarized, became snide and shrill red- 
baiting, smug liberal pundits like fastidious gourmets picked 
over the remains the feast the 30's, and tossed bone after 
bone the vultures, 


Walter Goodman's history HUAC, THE COMMITTEE, 
was characteristic. found the confrontation between HUAC 
and the ten witnesses, the uncooperative leftists 
were called, Three weeks long, rambling 
testimony from witnesses, including Walt Disney, 


Ronald Reagan, Gary Cooper, Mrs. Lela Rogers (Ginger's 
mother), Adolf Menjou, Robert Taylor, Jack Warner, and 
others, were filled with violent denunciations Communism 
and precipitous descents into self-parody. Gary Cooper said 
that ''I would never take any that pinko mouthing very serious- 
ly, because didn't feel was the Robert Taylor, 
when asked could name any Communists Hollywood, 
cited Howard Silva because "he always seems have some- 
thing say the wrong director Sam Wood said his 
enemies: "if you wanted drop their rompers would find 


Cyrano Bergerac 


Writer: Carl Foreman. whose 
Hollywood writing career goes back 
1941, wrote many the Stanley Kramer 
“committed” films including Home 
the Brave, Champion and The Men. His 
last Hollywood film before being black- 
listed was High Noon. subsequently 
moved England, wrote (uncredited) 
the script for The Bridge the River 
Kwai, again received screen credit 
1958 for The Key, became major 
producer-writer with such films The 
Guns Navarone and president the 
Writers Guild Great Britain. His adap- 
tation Edmond classic play 
‘was exceptionally well done and 
Jose Ferrer win acting Oscar the 
witty Cyrano. 
U.S.A. 1950 Dir Michael Gordon. With 
Mala Powers, William Prince. 


Mr. Lucky 


Writer: Adrian Scott. Scott, who turned 
producer after short screenwriting 
career, was one the Hollywood Ten 
who served jail sentence addition 
being blacklisted. Among the films 
produced were Crossfire, The Boy 
with Green Hair, Deadline Dawn and 
Murder Sweet. Mr. Lucky, his fourth 
film, was with Milton Holmes 
from Holmes’ story for Free- 
dom. slick and well-made comedy, 
features Cary Grant professional 
gambler intending con Laraine_Day 
finally falling love and going 
straight. U.S.A. 1943 Dir Potter. 
With Charles Bickford, Gladys Cooper. 


Objective, Burma! 


Writer: Lester Cole. Cole was the most 
prolific writer the indicted Hollywood 
Ten with screen credits including 
many forgotten films but also Sinners 
Paradise, Fiesta, Footstep 
Dark and Blood the Sun. after- 
wards became university lecturer. 
Objective, Burma! based original 
screen story another the Ten, 
Alvah Bessie, with 
Ranald the action- 
packed story how Errol Flynn defea- 
ted the Japanese Burma with little 
apparent aid from the British. U.S.A. 
Dir Raoul Walsh. With Henry 
Hull, William Prince, James Brown. 


Lawson scripted BLOCKADE, ACTION THE NORTH ATLAN— 


the hammer and sickle their rear Mrs. Lela Rogers 
criticized Trumbo's TENDER COMRADE wherein her daughter 


was required mouth this piece Red propaganda: and 
share alike--that's Esquire critic John Moffit saw 
Red propaganda after which the banker 


represented unsympathetic man, who hates give the 

Ayn Rand, another witness, later wrote pamphlet 
called Screen Guide for Americans, which contained the follow- 
ing advice: Smear the Free Enterprise System .Don't 
Deify the Common Man, Don't Smear Walt Disney of- 
fered, and later withdrew, the League Women Voters 
Party front; Jack Warner denounced 
brother and will happy subscribe generously pest 
removal 


The Committee listened courteously the friendly witnes- 
ses bandied about names alleged Communists without, for the 
most part, shred evidence. When one the Ten's attorneys, 
Charles Katz, attempted cross-examine friendly witness, 
was forcibly ejected from the hearing room deputies. When 
the unfriendly witnesses were called, Lawson first among them, 
they were refused the courtesies that had been extended their 
They were not allowed read prepared state- 
ments, and were subjected harangues Committee members. 
Lawson and others reacted angrily these provocations, and 
they have never been forgiven for their breach decorum. Wal- 
ter Goodman invoked Edmund Wilson dispose Lawson's 
statement: "It the orthodox procedure Wil- 
propagandist 


PART OUR TIME, Kempton had been some pains 
deflate the myths the fifties that communism the 
thirties had special attraction for the best suc- 
ceeded this myth gave way another: the notion 
that those involved the social the 30's and 40's, 
especially the Hollywood branch, were middle-brow philistines, 
lacking literary taste, creative talent, good judgement, and 
elementary common sense, What Truman said the Russians 
and the Nazis the beginning World War applied the 
Committee and its victims: they deserved each other, This was 
servicable perspective for 50's liberals. meant they could 
join the triumphant procession Cold War consensus 
scarcely glance backwards the fallen victims the witch- 
hunt because, after all, they had only gotten what they deserved. 
They had been forced relinquish their political rights, and 
this had been ratified those who decided they were not 
witnesses (Kempton), that they were and 
rowdy" (Alistair Cooke), that they were ''puffed with their 
own martyrdom" (Goodman), that they lacked !'aristocratic 
The liberals who subjected their motives 
post facto scrutiny that was both scholastic 
oughness and arrogant its assumptions, who dismissed their 
films with glib scorn, and who later reviewed their books with 
contempt, followed the footsteps HUAC and McCarthy 
make sure that those who had been deprived their rights, 
their livelihoods and, some cases, their lives, were deprived 
intellectual and moral legitimacy well. 


was some thirteen years after the publication 
PART OUR that Kempton, with characteristic honesty 
and eloquence, revised his opinion. Criticizing, 1968, his 
earlier estimate, wrote himself: 


(Kempton's) tone longer adequate for our 
history. can never more than the refined ex- 
pression the very crude and philistine notion that 
the victim usually guilty something. The 
rhetoric the Hollywood Ten may have been inferior 
their cause, the rhetoric victims quite often 
ought said for (the writers) that, their 
test, they did what they could with the remaining re- 
sources language and dignity, and that they did 
better than we. They earned the respect which irony 
excludes, and their country needs more than anything 
else that passionate indignation which irony refuses 
provide. (Kempton, New Republic, 1968; quoted 
Kanfer, 10) 


not necessary, attacking the orthodox assessment 
the Ten, become votary either their politics their 
films. But may worthwhile, view the generally low 
esteem which their work held, review some their 
screen credits, and recall the full extent and consequences 
the blacklist. Dalton one the most prolific 
the original Ten, lists among his credits KITTY FOYLE (1940 
--Wood), for which was nominated for Academy Award, 
and for which Ginger Rogers received one; GUY NAMED JOE 
THIRTY SECONDS OVER TOKYO (1944-- 
during the blacklist, THE BRAVE BULLS 
Rossen); THE BRAVE ONE (1957~-Rapper) for which won 
Academy Award under the name Robert Rich; LAST TRAIN 
FROM GUN HILL (1959--Sturges); and, since the blacklist, 
SPARTACUS THE LAST SUNSET (1961-- Ald- 
rich); LONELY ARE THE BRAVE THE SAND- 
PIPER HAWAII (1966--Hill) THE FIXER 


TIC, Maltz wrote DESTINATION TOKYO (1943- 
Daves); CLOAK AND DAGGER (1946--Lang) THE NAKED CITY 
(1948--Dassin); and, which will please auteurists, scripted Don 
Siegel's TWO MULES FOR SISTER SARA (1970), from story 
Budd Boetticher. Ring Lardner, Jr. worked STAR BORN 
(1937--Wellman); LAURA (1944--Preminger); FOREVER AMBER 
THE CINCINNATI KID and 
M*A*S*H 


throw the net out little further catch people who 
were blacklisted but not members the Ten, come with 
Michael Wilson, who won Academy Award for PLACE 
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THE SUN wrote FIVE FINGERS (1952--Mankie- 
SALT THE EARTH (1954--Biberman) FRIENDLY 
PERSUASION (1956--Wyler), for which was denied Academy 
Award; BRIDGE THE RIVER KWAI (1957--Lean), Academy 
Award; LAWRENCE ARABIA (1962--Lean); and PLANET 
THE APES Others include Ben Maddow 
(NATIVE LAND, INTRUDER THE DUST, JOHNNY GUITAR, 
ASPHALT JUNGLE, THE SAVAGE EYE), Howard Koch (CASA- 
BLANCA, SERGEANT YORK, MISSION MOSCOW, LETTER 
FROM UNKNOWN WOMAN), Abraham Polonsky (BODY AND 
SOUL, FORCE EVIL, MADIGAN, TELL THEM WILLIE 
BOY HERE), Donald Ogden Stewart (THE PHILADELPHIA 
STORY, which won Academy Award), Dashiell Hammett 
(original stories for THE THIN MAN series and the MALTESE 
FALCON), Lillian Hellman (WATCH THE RHINE, NORTH 
STAR, THE SPANISH EARTH), Carl Foreman (HOME THE 
BRAVE, THE MEN, HIGH NOON, THE BRIDGE THE RIVER 
KWAI, THE GUNS NAVARONE). these names must 
add the actors and actresses, John Garfield, Zero Mostel, 
Lionel Stander, Will Geer, Morris Carnovsky, Art Smith, Jeff 
Corey, Howard Silva, Kim Hunter, Gale Sondergaard, Anne 
Revere, Karen Morley and directors Joseph Losey, Jules 
Dassin, Fritz Lang and, course, Charlie Chaplin. This list 
far from exhaustive. Many the attributions scripts sold 
the black market are still mystery. Rumor has it, for 
example, that Trumbo scripted Joseph Lewis's cult classic 
GUN CRAZY. Many the films listed above are neither polit- 
ically nor aesthetically interesting; many the people who 
were blacklisted were not, true, exceptionally 
Nevertheless, should clear from glance these credits 
that they include good proportion respectable films, cer- 
tainly enough challenge the orthodox view that, Walter 
Goodman puts it, absence these writers mattered 
little the quality America's movies their 


Most the people mentioned this list did not work open- 
ly, all, from the late 40's the middle 60's. the 
height the blacklist, estimated 212 people, formerly regular 
employees the industry, could not get work. Some managed 
sell scripts reduced price under false names. Others 
were driven out the industry altogether. One the original 
Ten ran the lights nightclub San Francisco. Some em- 
migrated England, France, and Mexico. Others remained 
become salesmen and day laborers. Another became ware- 
houseman. Many found that the blacklist followed them their 
attempts find work outside the One blacklisted 
radio writer, according the Fund for the Republic's REPORT 
BLACKLISTING, attempted get job baker, but was 
laid off when his boss found out that had been unfriendly 
witness. During 1954-55, bill was introduced into the Califor- 
nia legislature which would have licenses any person 
who refused testify before any Congressional committee in- 
vestigating This. would have made impossible 
for uncooperative witnesses work contractors, barbers, 
beauticians, 150 other jobs requiring license. would 
have also made impossible for blacklistee into business 


The blacklist destroyed families and friendships. Collabora- 
tors long standing, like Kazan and Miller, Collins and Jar- 
rico, Kramer and Foreman, became estranged. Philip Loeb 
took his own life. John Garfield and Mady Christians, depres- 
sed and out work, died causes. did Ed- 
ward Bromberg. Canada Lee died after had been forced 
denounce his longtime friend Paul Robeson. ''The impact 
the blacklist our culture impossible 
wrote Victor Navasky recently, ''since part the calculation 
has with scripts unwritten, ideas not pursued, careers 
unbegun unfulfilled." (N.Y. TIMES MAGAZINE, March 25, 
1973) 

ntil the Fund for the Republic's REPORT BLACKLIST- 

ING, compiled John Cogley, was originally published 

1956 (it was reissued 1972), was customary for mem- 
the film industry deny that the blacklist existed. The 
REPORT was the first documented and systematic attempt 
show that did, fact, exist. The REPORT was not well re- 
ceived the anti-Communist right; the Fund for the Republic 
itself came under attack HUAC, and Cogley was forced 
defend the REPORT before the Committee 1956. The ensuing 
skirmish was good example the mock combat between the 
liberals and the right, for close scrutiny the REPORT reveals 
how narrow was the area disagreement between them. For 
although establishes that the blacklist indeed existed, although 
quotes number moving first-hand accounts its effects, 
although exhaustive study published appendix 
that none the 159 movies associated with the Ten 
show the slightest trace never- 
theless shares with HUAC and its allies the assumption that the 
International Communist Conspiracy was diabolical attempt 
the life the United States, and therefore unable, 
any fundamental way, challenge the intent the investiga- 
tions, although able question its methods and results. 


would mistake see the REPORT's guarded tone and 
red-baiting entirely defensive, effort protect itself 
avoiding any false step inadvertent gesture that might pro- 
vide opportunity for the right attack.. Cold war liberals and 
former Stalinists militantly set out destroy what they consider- 
the remnants Stalinism liberal culture any 
and all dissent from Truman/ foreign and domestic 
policies), and purge the they called 
them. They vied with each other their zeal prevent the 
anti-Communist issue from becoming the sole province the 
right. They went far prod the State Department into 
more aggressive foreign policy, and they chided the business 
community for its the face the Red threat. 
Attempts carve out third position, distinct from both the 
and the USSR were denounced former leftists 
laborationist liberalism" and The philoso- 


pher and former Marxist Sidney Hook was well his way 
becoming virulent anti-Communist when wrote 1947, 

(the) defense democracy and its extension should 
willing accept allies from any group (Originally 

14, Jan-Feb, 1947; quoted WRITERS AND James 
Gilbert, 1968, 267.) 


One the allies who emerges most clearly from the RE- 
PORT Roy Brewer, one the most powerful men Holly- 
wood during the 50's. Brewer began organizer for the 
racket-ridden International Alliance Theatrical Stage Em- 
ployees and Mortion Picture Machine Operators (the IA). Its 
president, George Browne, and Chicago hood named Willie 
Bioff, his personal representative, were finally indicted and 
convicted for conspiracy and The controlled pro- 
jectionists, among other groups, and was thus position 
keep undesirable films off the screen, did with SALT 
THE EARTH. After the successfully destroyed the left- 
leaning Conference Studio Unions, and consolidated its power, 


Brewer moved the Motion Picture Alliance for the Preser- 
vation American Ideals, and later became 
During his reign MPA, became one the most influential 
the experts. Repentent ex-Communists who 
wished regain their jobs, were required perform abject 
rituals rehabilitation (naming names, public recantation 
national magazine like the Saturday Evening Post, breast- 
beating conferences with clearance experts), before they were 
given employment, The political climate had shifted far 
the right that Brewer (''Communists want use the movies 
soften the minds the They shouldn't work Holly- 
wood because shouldn't make possible for them subvert 
the free was considered moderate. According 
Brewer, the clearance procedures which established con- 
stituted act mercy, and grew out genuine sense 
compassion for those who repented and repudiated the Party. 
The REPORT appears take him his word, and see 
Brewer staunch anti-Communist labor leader-with-a-heart; 
pains dissociate him from the right, twice 
mentioning that Brewer repudiated crusading California Senator 
Jack Tenney. 


this distance, the distinction between Brewer and Ten- 
ney seems fine one indeed, but the REPORT and its authors, 
Hook pointed out, could not afford choosey. Brewer 
interest not only example the bedfellows chosen 
Cold War liberals, but because his career, union or- 
ganizer, anti-Communist, and studio executive, reveals the 
uses the blacklist ridding the industry intransigent left 
wing unions and cementing alliance between industry and 
collaborationist labor bosses. 


The study ''Communism and the Dorothy 
Jones, which forms substantial part fascinating appendix 
the main body the REPORT, more revealing many 
ways than the REPORT itself. elaborate statistical study, 
heavy with social science cant about and charac- 
terized scholarly tightrope-walking (at one point she makes 
reference pro-Franco film told the other side the 
story with respect the controversy Jones reviewed 
the 159 films which the Ten had, one capacity another, 
contributed to, and sampled number films produced 
repentent ex-Communists, well selection drawn from 
the flood anti-Communist films produced Hollywood the 
wake the HUAC investigations. With regard the former 
two categories, she concludes that none showed any traces 
"Communist propaganda, while the latter she criticizes 
cause they were too heavy-handed and melodramatic their 
portrayal Communism, and therefore aided the Communist 
cause failing justice the subtlties its tactics and 
This was characteristic tactic Cold War 
liberals wen they were attacked from the right those who 
carried their anti-Communist position its logical end. The 
liberals tried turn the tables their tormentors the only 
way they knew how--by charging that vulgar anti-Communism 
helped the Communists. 


Jones begins her study with ominous reminder that Lenin 
loved movies: the Communist revolution Russia 
were quick realize the political importance the motion 
the process acquitting the films the Ten the 
charges made against them, she indulges analysis the 
Cold War which would have done John Foster Dulles The 
militant Cold War rhetoric Jone's study, however, blinds her 
its most important consequences. Her notion Communist 
propaganda overwrought, inflated with manichean demon- 
ology, that she overlooks what perhaps the real significance 
the Ten. Her study shows that, statistically speaking, 


the group (the Ten) appears have been more con- 
cerned with subject matter social relevance than was 
with which these men were associated championed 

the cause the underdog, the underprivileged, the 

social outcast--e.g., the criminal the person 

criminal associations who tries straight, and 
finds himself outcast society the unwed 
mother the the department store 
clerk the newsboy who aspire better 

people who live the tenements and want im- 

prove tehir living 


attempting assess the political importance the Hollywood 
left terms the content their films alone (there were other 
areas, including fund-raising, publicity, and union work which 
they were active), must recognized that making little 
fellow, the underdog, the tramp, familiar and sympathetic 
figure, these writers made modest, but not insignificant con- 
tribution. The movies they made were sense radical (in 
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most them the outcast reconciled society the end), 
but they did give artistic form the sense deprivation and 
exclusion which millions Americans experienced the 30's. 
From the vantage point the prosperous 50's, this may not 
have looked like tremendous achievement, any achievement 
all, especialiy those who looked for explicit class struggle 
and red flags flying, and were either pleased disappointed 
when they found 


this Directors like Ford, LeRoy, Capra, and 

Wellman, who cannot counted among this group were re- 
responsible for some the strongest ''problem" films the 
But can argued that the Hollywood left formed the 
backbone this tradition, and attempted, until was destroyed, 
extend into the 50's, when many Hollywood turned 
other themes. 


The final point Jones's study worth mentioning her in- 
genuous notion ''freedom the She sees the entire 
the screen whatever subject they This, course, 
nonsense. What she fact strengthening freedom the 
screen for the owners the screens and the movies that are 
shown them, the hand-full major studios, and large banks 
which invested heavily both thestudios during the Depression 
and individual productions thereafter and who, became in- 
creasingly clear during the course the HUAC investigations, 
control the content American films. Jones accepts 
"normal" the studio's control content, and she assumes that 
termed this content. What she means becomes 
clear her discussion script Lester Cole, reworking 
earlier version different writer. The charming mil- 
lionairess, the but harmless Senator, and two 


representatives large oil companies competing for business 
the Far were transformed the nefarious Cole into 


disreputable characters. his script, the heiress was travel- 
ing escape labor trouble her factories, the Senator was 
shown less amusing and more and the oil 
Jones, 


this script provides example what might called 
the film content which, our study in- 
dicates, was number instances attempted the 
Hollywood Ten writers. 


Presumably, the first script which the oil men are merely 
"business," the heiress and the Senator 
was not political but real, and therefore example 
the ''free 


The Fund for the Republic's REPORT attacked the CPUSA 
not for betraying the left, but for betraying America. the 
60's, this perspective was longer sufficient. Unquestioning 
faith the benign intentions the United States, and the malign 
ones its adversaries, could longer stand against the 
increasingly naked use American imperial But esteem 
for the Ten was higher among New Leftists than was among 
Cold War The Ten's emphasis civil liberties 
seemed both disingenuous and uninteresting; the failure their 
politics transcend lowest-common-denominator popular 
front liberalsim confirmed instinctive aversion their 
Left bourgeois life-styles, their Bel Air homes and kidney 
shaped And the Ten had other was diffi- 
cult feel much sympathy for people who had earned $100, 000 
year, and even during the darkest days the blacklist, who 
earned more the black market than most New Leftists would 
see lifetime subsistence living. their glory, was 
felt, they enjoyed more than their share the spoils, and 
their disgrace, they suffered more, and frequently consider- 
ably less, than other less celebrated leftists who were driven 
from unions, factories, schools, newspapers, professions, and 
the civil service. sum, the Ten were another generation, 
sad remnants the 30's, movement that was ineffectual 
was inglorious, and best forgotten. 


Eric Bentley's THIRTY YEARS TREASON (1971) 
good example this viewpoint, which embodied essay 
the end the volume, but also invaluable compendium 
testimony selected from the various areas with which HUAC 
preoccupied itself over the begins with the investi- 
gation the Federal Theater Project 1938, ends with the 
investigation the disruption the Democratic Party conven- 
tion 1968, and the way touches the investigations the 
Eislers, Hollywood, Harvard, the Metropolitan School Music, 
and the New York Shakespeare Festival. The parade witnes- 
ses, friendly and unfriendly, heavies (Kazan, Schulberg, Ros- 
sen, Odets, Cobb) and heroes (Hellman, Miller, Robeson, 
Stander, the Hollywood Ten) familiar, but the texts they 
spoke are fascinating documents the political history 
Hollywood, and frequently eloquent testimonials private 
agonies that can yet dimly perceived behind the ritual ab- 
solutions the repentent, and the affronted cries the ac- 
addition the actual testimony, which runs some 
nine hundred pages so, Bentley has supplied useful intro- 
ductory essays each batch, and good number other re- 
lated documents, including the Einstein pledge non-coopera- 
tion, Nixon's for Anti-Communist Faith, selection 
from among the statements the Ten were not permitted read, 
and sampling the anti-communist literature the right. 


Bentley's afterward holds the behavior the New Left- 
ists who appeared before the Committee various points the 
60's, Jerry Rubin, Tom Hayden, Rennie Davis, and Dave Del- 
linger, models oppenness which thoroughly confounded the 
Committee whose strategies were geared the intransigence 
the witnesses. Bentley goes say that for the radical, 


true that the Hollywood left cannot claim sole credit for 


who refused testify "lacked Unlike Lawson, later 
witnesses, such Dellinger, Davis, and Hayden 


did exploit the committee room forum for their 
views, and, effect, they imposed their own rules 
procedure, since there was nothing the Committee 
could stop them from talking 


Oddly enough, Lawson's testimony Bentley's own book refutes 
this assessment: 


Mr. Lawson: Mr. Chairman, have statemen 

Mr. Chairman: refuse let you make the statement 
because the first That statement not 
pertinent the inquiry. Now, this Congressional 
Committee set law. must have orderly pro- 
cedure... 

Lawson: The rights American citizens are im- 
portant here, and intend stand for 
those rights... 

Mr. Chairman: Officers, take this man away from 


stand. 


other words, Lawson did attempt impose his own rules 
procedure, did try use the hearings forum for his own 
ideas, but far from there being that the Committee 
could stop (him) from Chairman Parnell Thomas 
simply had him dragged from the stand. 


JOURNAL THE PLAGUE YEARS, Stefan Kanfer, 
the story the Ten served for the the surface, 
more sympathetic portrait than that provided the pre- 
ceding decades. Time has dulled the edge rancor; the Ten 
have become, like other relics America's radical past, 
venerable institution. And, more important, less easy 
patronize them now than was ten years ago. They, least 
some them any rate, have survived; the blacklist 
which dead; their names once again appear the screen. 
Kanfer indeed dissociates his views from those his predeces- 
sors. Yet his own account pseudo-history, history de- 
prived its social maining, elevated the status the Meta- 
physics the Absurd. The witch-hunt, rather than political 
phenomenon, once product and instrument Cold War 
policy, rendered the metaphor the disease 
which suddenly and mysteriously afflicted the body politic and 
just mysteriously disappeared after had run its course. 
Kanfer makes feeble gesture towards examining the social 
and political roots the red-scare because, presumably, there 
are none. It, like the plague, just happened. bolsters his 
absurdist notion history frequent recourse passages 
drawn from the literature the Absurd; from Becket, Kafka, 
and Camus. 

Kanfer's sole attempt suggest explanatign the in- 
vestigations and the ensuing blacklist, cite consensus his- 
torian Hofstadter the mind. witch-hunt 
other words, was one number periodic outbreaks 
native anti-intellectualism endemic the American character. 
Moreover, was grass-roots phenomenon, implication un- 
related the larger drift American domestic and foreign 


Mission Moscow 


Writer: Howard Koch. One the films 
most often attacked for its supposed 
pro-Soviet bias was this excellent film 
about the real-life American ambas- 
sador Moscow, Joseph Davies. pro- 
vides interesting insights into American 
attitudes towards Russia that time. 
U.S.A. 1943 Dir Michael Curtiz. With 
Huston, Ann Harding. 


Kitty Foyle 

Writer: Dalton Trumbo. Trumbo’s adap- 
tation Christopher novel 
about young girl from the wrong side 
the Philadelphia track helped Ginger 
Rogers win Academy Award. 
return from blacklisting pur- 
dah was underlined 1971 with wide- 
spread acclaim the U.S. for his film 
Johnny Got His Gun and his published 
letters the period. U.S.A. 1940 Dir 
Sam Wood. With Dennis Morgan. 


The Letter 


Writer: Howard Koch. The author 
Casablanca and Sergeant York became 

nesses (he had never been Commu- 
nist) but was still blacklisted for 
ten years. The Letter gave Bette Davis 
one her finest roles murderess 
Malaya trying plead self-defence. 
U.S.A. 1940 Dir William Wyler. With 
Herbert Marshall. 


Rachel and the Stranger 


Writer: Waldo Salt. who returned 
prominence recently with his fine 
screenplay for Midnight Cowboy, was 
blacklisted and received 
credits from 1950 1962. One his 
finest films was this 
featuring Robert Mitchum frontier 
wanderer who stops the cabin 
backwoodsman William Holden and his 
wife Loretta Young. U.S.A. 1948 Dir 
Norman Foster. 
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policy. Rather than active agent this policy, the corporate 
establishment seen Kanfer victim dangerous, but 
essentially comical right wing fanatics who forced against its 
will offer sacrifice dissident leftists. Although there 
some truth this picture (certainly, many elements the 
industry would have been happy never have heard HUAC), 
Kanfer doesn't even begin analyze the complex conflicting 
interests that composed the entertainment industry the time. 
Rather, this and all other problems substance are more 
less ignored, are left waiting the wings, playing second-fiddle 
anecdotes and gossip. must admitted that, this re- 
gard, Kanfer improves Cogley. Where Cogley took pains 

preserve the anonymity some his informants who might 
have been hurt the publicity, Kanfer fills the names. 
identifies Cogley's Miss B., and can't resist telling that this 
actress was Most the gossip, like 
the prose, second hand. Kanfer lifts the ''tarantula wed- 
ding simile from Chandler's FAREWELL LOVELY 
(where ''a slice angel without attribution nor, ap- 
parently, remorse. even steals from himself, using the 
felicitous phrase, like twice, once 
describe Parnell Thomas, and once describe Jerome Robbins. 


partially washes over accusers and accused alike, over- 
everyone ina torrent autnorial mockery. 
associate editor TIME, delivers his shafts authentic 
Timestyle which makes ludicrous his pretensions judge the 
Ten for their concern lack concern for genuine cultural 
values. offer only few, from vast number unhappy ex- 
nples: Hollywood becomes ''Celluloid Samuel Sillen 
fron N.Y. studio executives are ''studio top- 
Reds were raping the future through the medium 
and on. The few occasions where the narrative 
ris2s above the depressing and wearying level rnodish literary 


The Last Word 


Welcome JUMP CUT, review contemporary cinema. 
you see from what you hold, are using extremely in- 
expensive format. Quite simply are subsidizing ourselves 
because believe JUMP CUT should exist, and that what our 
writers have say needs saying. using this format gain 
the opportunity publish frequentlyenough live our claim 
being review cinema, freedom from the 
problems institutional and patron interference and capitalist 
intent, and low subscription cost that will allow our readers 
subscribe for the price first run feature large city. 


seems unable stanch the flow ridicule which im- 


Beginning new film publication has been adventure, 
discovery, and exciting part our lives for the last few 
months. don't have manifesto present, but have 
some ideas, plans, and commitments want share with 


becomes increasingly obvious that film criticism the 
U.S. operating void that grows larger and larger and 
that this most modern art forms relies particularly in- 
adequate aesthetics. This especially objectionable now that 
has become popular and off campus. There little 
satisfaction seeing this booming interest film when one 
veys the new parade coffee table books, plot summary anal- 
yses, vacuous interviews with this that director, and forth 


that passes for film criticism and scholarship. 


are calling ourselves review contemporary cinema 
not ignore the past operate historical vacuum, but 
because time learn from what actually going and 
not leave the vast area current film journalistic con- 
guides necessary evil considering the high price 
tickets today) and impressionistic reviewers, praised largely 
for their everytime new collection their 
reviews comes out. Therefore, CUT will feature full- 
length thoughtful reviews current Hollywood, foreign, and 
independent will also publish analytical articles 
directors, current film trends, new theories and criticism, the 
latest books film, reports festivals, events and non-events 
re-reviews lost classics and over-rated turkeys, and (as you 
can see this issue) contemporary analyses cinema's history. 


Understanding the variety and complexity contemporary 
cinema requires fresh perspectives. JUMP CUT committed 
presenting and developing film criticism which recognizes 
theories often unfamiliar Americans, such structuralism, 
semiology, and Marxism. want learn see film ina 
social and political context--its practical and political uses, the 
economics film making and distribution, and the functions 
film America today. also want expand the usual realm 
film criticism include video which more and more often 
being considered screen art. 


Finally, want develop political film criticism; that 
is, film criticism which does not accept binding the bour- 
geois idea that art somehow separate and detached from the 
social life women and men, Films often entertain, but, more 
importantly, they manipulate our image people, our society, 
our world. feel that important reveal this manipu- 
lation our most popular and successful films. stand for 
political film because understanding film has mean- 
ing only when are also trying change the world. 


hack-work are those where obligingly quotes other writers, 
like Kempton, Hellman, Mann, and Brecht, whose eloquent 
words merely accentuate his own tinsel. 

The free-foating irony appears have life its own which 
belies the moral judgments Kanfer pains inject now and 
then into the text. Although warns against the pit-fall easy 
mockery, and defends the Ten's attraction Marxism ''con- 
tagious impatience with the cumulative effect 
his whimsical and snide asides undermine these judg-ent 
ments. The politics star indignation"), the strategy 
("Constitutionally guaranteed the deportment ("lofty 
and outraged"), even the accents 
dent") the Ten are matters immense hilarity. Kanfer's 
style, Chandler cum TIME, and his politics, Kempton cum 
Walter Goodman, form particularly offensive brand liberal 
chic. scores easy points off the right and left, and then 
backs chalk few for himself with generous rhetori- 
cal tribute the humane intentions, not practice, the 
Hollywood left. 


The Hollywood left comprises crucial chapter the politi- 
cal and social history Hollywood, and demands serious 
attention than has yet received. Basic questions dealing with 
attempts define membership the group more precisely; 
characterize their political position; examine their relation 


the determine what kinds efforts they made 


inject their politics into their films; find out the extent 
which they were successful critically evaluate their films 

look the guilds and unions with which they were involved, 
have yet asked. Without answers these questions, 
assessment their achievements and failures seems premature, 
and inevitably prone the sectarianism and sensationalism that 
has made difficult not impossible discover the way they 


were. 


JUMP CUT has been cooperative venture from the very 
beginning; have received great deal help from friends 
and from people have never met who saw the need for JUMP 
CUT. hope stays cooperative effort and, therefore, 
ask for your help and suggestions. 


John Hess 
Chuck Kleinhans 


The Last Image 
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